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Introduction
Belting is an increasingly popular and recognisable vocal quality often associated with singers from a variety of styles, most notably Musical Theatre and CCM. The amount of literature evaluating the physiological function of the larynx and associated structures during belting is, in terms of quantity, limited. However, we do now have a breadth of analysis to guide and influence our own pedagogical approach when working with clients who seek to utilise this sound, reliably and efficiently.

The commercial origins of the belt sound within Broadway Musical Theatre can be heard from as early as 1930 with singers such as Ethel Merman (Edwin, 2004). Merman’s performance of “I Got Rhythm” was revolutionary at the time and is referred to by Miles and Hollien (1990) assisting us in giving a contextual timestamp to the first appearance of this vocal quality in performance. Subsequently, influential advancement of the sound’s popularity is often credited to performers such as Patti LuPone, Shirley Bassey and Barbra Streisand in the latter half of the 20th century (Leborgne, 2010). Since then the way in which a singer is taught to produce this distinctive sound has received considerable critical attention by several practitioners; some of whom have shared research which contradicts another’s findings, such as Gillyanne Kayes suggestions which contradict some of Jo Estill’s work (Kayes, 2017). By reviewing the evidence, I intend to indicate commonalties between a variety of sources and ask whether there is a consensus of opinion over the defining characteristics of belting and best approach to teaching singers to belt. Furthermore, I am seeking to reflect upon how those findings guide my own teaching and critically evaluate the effects of my current strategies in order to identify future development of my practice. 
What is Belting?
In seeking a common definition to this type of voice production, we must consider the perceptual interpretations of what a variety of people classify as ‘belting’. A review of the pre-1990 literature would suggest that until then, attempts to define belting had been borne predominately from personal observations and anecdotal evidence of singers and singing teachers writing about their own experiences and lacking large sample studies (Miles and Hollien, 1990). A few interesting studies, such as those of LeBorgne et al (2010) and Christianne Roll (2015), with larger groups of participants took place in later decades which provides interesting validation into some areas. However, in 1990, in an attempt to offer a clear definition and to further the direction of research, Miles and Hollien collated the papers of Howell (1978), Osborne (1979), Estill (1980), Ruhl (1986) and Edwin (1988). They sought to rationalise common characteristics used to describe this mode of singing. Based upon those descriptions they suggested that ‘belting can be described as a mode of singing that is typified by unusually loud, heavy phonation that exhibits little-to-no vibrato but a high level of nasality’ (Miles and Hollien, 1990, page 69).

With a view to structuring my own pedagogical approach, I seek to now consider a variety of vocal characteristics which practitioners have identified as being core components of the belt sound. The following insights have assisted me in narrowing down a few key areas of interest.

Loudness
LeBorgne et al (2010) used a wider sample than many earlier researches by asking 3 casting directors to rate the recordings of 20 female belt singers. They were asked to evaluate the belt voice quality of these singers by scoring them on seven perceptual parameters (loudness, vibrato, ring, timbre, focus, nasality, and registration breaks). They contrasted the 4 highest overall scores with the 4 lowest to see what differentiated ‘elite’ belters from ‘average’ belters. The findings suggest that if the ring in the voice and vibrator are optimal, the overall vocal intensity may be perceived as loud. Ring is a term often synonymous with twang and is prevalent when the harmonics of a sound are particularly noticeable in frequency ranges between 2800-4300Hz (Yanagisawa et al, 1989). 

Similarly, Estill (1988) observed that particularly with higher frequencies, the belting would have a more intense peak recorded around 3kHz; incidentally in the middle of the frequency range where the human ear is most sensitive (Gelfand, 2011). This may go some way to explaining the perceived ‘loudness’ often observed in belting and is a key ingredient to the work I do with belters of varying abilities. 

Closed Quotient and Body Cover
Reviewing some of Jo Estill’s 1988 paper Belting and Classic Voice Quality: Some Physiological Differences we learn that she explored the contrasts and similarities between three different singing sounds which she referred to as ‘speech’, ‘opera’ and ‘belt’ qualities. Estill used electromyographic and electroglottographic data to hypothesise that the extrinsic muscles of the larynx, namely the suprahyoid and infrahyoid are as significant to efficient belting as the intrinsic muscles; although voice research up until that point had generally concentrated on the study of intrinsic muscles. With electrodes attached to seven of the extrinsic muscles, she sang in those three vocal qualities and then presented three data sets which analysed the effect of each quality on acoustics, vibratory cycle and closed phase duration. Estill’s comparison of the closed quotients between qualities stated that in belt quality, the folds remain adducted for around 70% of every cycle across the pitches she studied. This is the longest closed phase of the three sample qualities and is more comparable in that respect to speech quality than it is to opera quality. It can be suggested that when teaching belting, thick fold contact within the M1 register would be appropriate – that will require vocal folds to maintain thickness as the singer goes higher in the range. This knowledge correlates with the research of Dr Minoru Hirano who suggested his body-cover theory (Hirano, 1974). He believed the thyroarytenoid and cricothyroid muscles to be the major manipulators of vocal fold shape and stiffness and suggests that the combined activation of these muscles determined one of four typical set ups which each had their own influence on vocal quality. A point of interest from reading the literature is that Kerrie Obert (2020) has also presented Dr Hirano’s research on vocal fold body and cover whilst exploring both twang and belt and the similarities between these sounds. It would be interesting to examine how the different elements of belting interact when charting directional aims and goals with clients later in this study. Vahabzadeh-Hagh et al (2018) have more recently advanced the body-cover research to submit that, amongst other configurations, when the TA activation is far greater than the CT, the vocal fold shortens and thickens which means less thyroid tilt and a shorter, bulkier, thicker sound at vocal fold level. Referring back to the previous studies by Estill and Hirano, these additional results corroborate their findings about thick fold contact in this type of voicing, providing some semblance of agreement across different pedagogues and time periods. Whilst there does seem to be a general consensus from the studies above of accepted findings in these areas, the examination of the literature does present some noteworthy challenges. Perhaps most conspicuous in my exploration was that some of the evidence presented by Estill, in the most part unchallenged, has been quite heavily disputed by some in recent years. Most notably on the topic of cricothyroid tilt, is the progressive questioning of Dr Gillyanne Kayes in her ‘After Estill’ speech [G Kayes, 2017]. Estill proposed that the cricoid cartilage is tilted during belt phonation, thus shortening the distance between the anterior and posterior attachments of the vocal folds and therefore resulting in a thicker, richer, louder sound when belting. This perceived loudness and bulking of the vocal folds is one of the areas in which Dr Hirano and Estill agree (Hirano, 1974 and Estill, 1980) and could also connect with Balog’s (2005) discoveries relating to a lengthened vocal tract resulting in a darker sound as opposed to a shorter vocal tract influencing a brighter sound. Dr Kayes suggests, however, that there are no muscles available to actively tilt the cricoid cartilage forward and that Estill must have been observing something else happening through laryngoscope studies. It is judicious to acknowledge that there are a number of contrasting opinions surrounding belt quality and whilst there is a considerable amount of research available to us, we cannot take historic studies as completely proven because the research is advancing at a greater pace than has previously been the case. In establishing intent for our purpose as voice teachers, it could be offered that we should translate the research studies into practical application for our clients and combine the available literature with the dialogical research we conduct ordinarily. I believe that part of my duty as a coach is to maintain as much accuracy as possible whilst allowing thoughts and opinions to be guided by new studies as they become available. In respect to continuing professional development, this learning and exploration offers opportunities like this where critical reflection on current practice can be explored further, in addition to ongoing courses, books, research and practitioner-led analysis. It seems apparent that voice research and academia can be somewhat disconnected from the often-pragmatic approach of voice coaches and students which, in my personal experience, has led to situations where coaches have learned vocationally rather than by interrogating the research. I see increasingly that my role as a manager within a drama school context requires both methods to be present for effective vocal pedagogy. 

Dangers of Belting?
Significantly, there were grave reservations amongst some voice teachers that belting was damaging the voices of those who attempted it and therefore was not immediately welcomed or accepted as a valid mode of voicing by critics such as Ellen Rosewall (1980). Belting can be a contentious issue amongst singing teachers and medical evidence regarding vocal nodules (Harris, 2020) suggests concerns related to the force of contact between the folds being can be too great, that thicker closure has its own limitations and that taking the chest register too high can result in damage to the epithelium layer of the folds. This prompts the question: what is different between classical modes of singing and belting? It could be said that children have some of the tools required for efficient belting as the larynx sits in a higher position during childhood, nearer to the back of the jaw rather than midway down the neck. The result of this laryngeal position is that the larynx is closer to the lips, creating a shorter vocal tract which means different resonant properties and higher frequencies, creating a brighter sound (Williams, 2012). A point of interest in relation to the thick folds encouraged by Estill, Hirano, Obert, Vahabzadeh-Hagh et al is that Williams concludes that children have shorter and thinner vocal folds, meaning that the range of dynamic contrasts is less and the difference between thin and thick folds is less. Vahabzadeh-Hagh et al (2018) suggested than shorter, thicker vocal folds were optimal for belting; Williams’ reflections are on children having shorter but thinner vocal folds. A study into how those shorter, thinner vocal folds behave in the context of belting could be fascinating as it could be suggested that children use belt quality without any specific training to do so. For example, humans have evolved to typically use what could be described as a belt quality when instinctively calling out to someone in danger. In such a situation, breath control is not ordinarily considered and the sound happens very impulsively. I believe this also raises the question of optimum sub-glottic pressure for belting. Estill began researching this comparatively new sound (Estill, 1980), adding a prediction that belting would increase in popularity in the years to follow; an observation which proved to be correct. 

In order to critically assess the validity of trepidation around belting being dangerous to the voice, we must question some of the common fears. One such concern is taking the speech/chest/M1 register too high, causing instability and increased strain on the muscles which keep the vocal folds together. Lisa Popeil (Popeil, 2007) explains that over-engagement of the CT muscles can cause “over-pressing” of the vocal folds, sometimes resulting in hoarseness and possible vocal lesions overtime. Whilst firm closure is acceptable, sustained over-pressing is something that Popeil cautions against. The vocal trauma of individuals seemingly has more coverage in news articles than in academic research (Warner, 2017) and there seems to be a shroud of secrecy when it comes to sourcing reliable material in this area which would be another interesting area to probe. 

Advancing the Research
There have been more recent studies including the work of Christianna Roll, which bring good quality findings from larger subject groups. Roll’s findings are in agreement with the findings of predecessor Estill in relation to belt quality involving thick fold closure, a high larynx position and greater degree of aryepiglottic sphincter (AES) narrowing. The perceived brightness, loudness and thickness of the belt sound is fairly widely agreed upon. Interestingly though, Wendy LeBorgne found that there are contrasting opinions on how much nasality and vibrato should be present in a pure belt sound. LeBorgne et al (2010) held a study in 2010 which asked four Broadway casting directors to rate the belt voice quality of 20 musical theatre majors in America. Each singer was asked to demonstrate two exercises and six sample extracts of belt songs in the style of musical theatre. The raters scored each individual on seven perceptual parameters and LeBorgne found that there was contrasting opinions relating to nasality and vibrato. 

Evaluation of the Research and Relevance to Practice
In researching the findings of a number of researchers, I conclude that whilst there is a wide scope of comprehensive information relating to belting available to us, it often shares contrasting views or hasn’t perhaps involved a considerable enough sample to prove a hypothesis beyond all doubt. I also believe that the extent to which the teaching of belt is informed by the research is determined by the interests of particular teachers and how involved in reading the research they are. I have experienced tutors who claim to be able to teach belting but are they teaching by demonstrating their own ability in the subject or are they actually informed enough to share the research of practitioners before them? I believe it is vital to stay informed by research, even if it does question some of my understanding to date. 

Whilst acknowledging the differences of opinion, it is incredibly useful to also accept the perceptual similarities which these educators have cited. Particularly within the Musical Theatre context, it can be strongly agreed upon that belting is a loud, high frequency, thick fold vocal quality. Throughout this reading, there have been strikingly clear agreements on the stylistic perceptions of belt (LeBorgne et al, 2010) merged with stark contrasts of opinion about how those sounds are achieved and taught. Part two will detail my reflective review and explain how I have implemented the thoughts I have had throughout this study before critiquing the success of these approaches. 








Component Two
Drawing upon the learning from my study of the literature, combined with my own in-studio experiences with hundreds of belt singers, I have sought to inform my teaching and use new knowledge as a catalyst for change in how I work with different students. Primarily it has become more apparent to me that there is not, nor do I believe, ever will be, a standardised approach to the teaching of belt singing. Whilst we can agree on certain perceptual understandings of what we are hoping to hear, the process of achieving that sound is not formulaic and is guided by an individual student’s past experiences, previous guidance, anatomical predispositions and habitual vocal tendencies. 

I work predominantly with undergraduate students and professional singers within musical theatre and pop. The age of my clients typically ranges from 18 to 40 and their experience is often average to high. The noticeable point with many of the younger students I teach is that they have been guided to belting in a number of different ways and psychologically some students begin their sessions with me believing that they cannot in fact belt at all and would like to access that sound within their own voice whereas more experienced singers are looking for more specific and detailed changes to their belt sound – or often assistance with sustainability for the number of performances they are required to give each week. I have often worked with singers struggling from extreme fatigue when belting and also dancers who are accessing the sound for the first time. 

It is important, I believe, with all clients to ensure they have an understanding of how the belt sound is produced. I will tailor the amount of anatomy and the level of detail depending on the client. Some students would like to know the precise muscular involvement, as best as we know, when they are singing whereas others learn through listening, repeating or other forms of highly practical, kinesthetic approach. I employ use of the VARK theories in teaching students (Fleming & Mills, 1992) as I appreciate that part of my duty as a teacher is to ensure I create learning processes which stimulate students and attract their attention to the subject (Othman & Amiruddin, 2010).  
With the understanding that a single approach will not be sufficient for all students, I have included a summary of some of the exercises which I use with clients in Appendix A. I am finding the process of reflection incredibly interesting and found the work of Donald Schon (Schon, 1987) insightful and useful in describing my feelings as a class teacher to date. His description of teachers’ theories in use and on the spot experiments quantifies my feelings very eloquently. I believe that allowing myself time to pause and reflect is influencing positive change within my studio. Schon has likened professional working to the “swampy lowlands” and reflective practice as the map through the swamp. I feel sure that I have become quicker at leading students to discoveries which seem common to most in belting - not thin and tinny, big and bold. I more regularly reflect on improvised parts of sessions to guide future decisions; building a toolkit of what has worked with different people and refining which route may be most helpful in future. Part of this for me has been more critically reflective in what strategies and explanations didn’t seem to help a student, whilst being conscious that different students will respond to different prompts. I feel like my sessions have adopted more instantaneous changes to my planned route through a topic and have become more reactive to the pace at which the student is developing. 

Whereas I can now recognise my previous practice involved re-teaching what I had found assisted me personally in learning to belt, I now believe I am influenced more by the learner and it feels more adaptive to their needs, whilst working within the framework of knowing what the end goal is. A recent example was with a student who wanted to increase the extent of her AES narrowing as she believed this would increase the bigger sound she was seeking. Within the session it became clear to me that increasing the twang would have a less noticeable effect than employing a thicker vocal fold body-cover. The session changed direction and through the use of some SOVT exercises, I encouraged the student to maintain a thick vocal fold with a longer closed phase which then had a noticeable effect on the harmonics within the sound. The student and observers both commented that the sound difference produced by changing the body cover was more noticeable than just increasing the AES narrowing and twang. The resulting sound was more closely aligned to the stylistic characteristics of belting. As this is a singer who I have worked with previously, I questioned why she had been so determined to add more twang to her voice. My notes from the previous session suggested that we had been having her try to produce a sound with more ring which travelled more than the modal one/speech quality she was most used to. Perhaps my work on twang last time had meant that she saw belting as just an increase in the twang whereas actually, I have found there to be a number of important functions which must all occur simultaneously in order to sustain the belt sound which we have associated with musical theatre. Therefore, moving forward I feel more aware of the complexities of belt and that there are multiple areas of practice which should be explored to assist students’ understanding. There have been multiple occasions recently where I feel students are hoping for a universally agreed exercise which allows them to belt. My own experience has shown me that there is not and that specific exercises, geared towards specific areas of belting, are dictated by each individual student. I feel that I am much more responsive to the needs of the individual if I ask them to sing an extract of belt quality and then discuss which areas of study will be most useful for them. That way, I am now finding that each student sees their own progression with belting as a highly personal journey rather than thinking there are specific catch-all exercises. More generally, this feeds into my own opinion that all singers possess the ability to access belt sounds but that the specific blocks which may hinder one person are often different to the obstacles facing another. Therefore, in my own practice, I hope to not only plan to offer teaching which is highly tailored but to allow the freedom of changing the direction of a class, mid-session, to best serve those I work with. 

Dewey (1933) states that reflective thinking involves a systematic, scientific process of describing experience and taking intelligent action to test hypotheses. This has been something which I’ve attempted with assessing my new first year students’ belt voices. I used a short questionnaire (Appendix B) to measure their current thoughts on both technique and confidence in using belt quality. In addition to this, I have considered the dialogical dimension of teacher learning (Solomon, 1987). Solomon developed the work of Schon (1987) to suggest that reflection by working with a community of other practitioners can be useful in our own reflective practice. In my own situation, I have exchanged ideas with other members of the voice faculty and also sought external mentorship. Conversations with my mentor have provided a way for me to reflect upon what has happened in class. We question what specific exercises I have offered to students achieve and it encourages me to question what led me to think about a certain approach which then informs my decisions going forward. An interesting outcome of these reflections has been that at regular points, I’ve been keen to discuss and evaluate the ethical considerations of training undergraduate students to belt safely. This has included conversations about how we best encourage vocal health, resulting in changes to our approach on casting first year productions and ensuring that the material which we ask them to sing each week is varied in both terms of musical range and style. Perhaps most interestingly for me, after the new students took the questionnaire (Appendix B) which led me to adapt my approach to different people, a much wider conversation grew about encouraging confidence, individuality and expression as an artist. This links well with the work of Van Manen (1977) who stimulates learning with ethical considerations and worthwhileness of actions. Van Manen’s work really resonated with me. I’m interested in the ideas around affecting institutional change because of work on the ground. In my own practice, I’ve uncovered that lots of our teaching is geared towards belting so students who are more classical with a legit soprano sound may not feel as engaged in these lessons. Therefore I have compartmentalised belting and legit vocals to be spread across two blocks of teaching within the first term for all new students with immediate effect. I will be reflecting on this approach once it has been completed; so far it feels useful to be guiding an entire class to think about belting first, followed by legit and the similarities and differences therein. This has presented interesting bonding opportunities to seek guidance and support from one another which is also key at the start of the course and something I’ve found interesting not just as a classroom teacher but at a management and leadership level too. 

A common theme of reflective practice which I’ve found is that it has often been referred to as a cyclical process (Borton, Driscoll, Kolb, 1975). I am using the Experiential Learning Cycle (Driscoll, 2007) to continue to explore what is working and what needs adjusting for future sessions and year groups. A luxury of my own reflection is being able to observe others working with students and discussing this afterwards. I have learnt exercises which are useful in my own practice by watching others, most recently with SOVT exercises from a mentor and colleague, Tom Burke. In addition to attending courses and reading books, I believe the subtle characteristic differences in different sub-genres of belt (Popeil, 2007) will continue to be an area I seek to learn more about. 

To summarise, more attention to reflection truly has guided my approach with students. Predominantly, I find myself using a combination of the frameworks of Borton and Schon in my work. I try to use the “What? So What? Now What?” in practice to question what the student in front of me is experiencing, contemplating what that tells me we need to focus on and strategising how I will proceed. Another self-observation is that, with the amount of teaching I do, a lot of the reflection is on the spot and this study has helped me to step back and take a reflective look at what works in more detail - for example, taking students on a inquisitorial journey as a group often brings up questions which many fellow students say they are also questioning. 

Crucially, I believe that my knowledge of the research available around belting was previously very limited and I still believe I have much more reading to discover. As a certified member of the Estill Voice International community, a lot of my teaching employs strategies and prompts which I have learnt from that model. Moving forward, I would like to continue a critical analysis of any of Estill’s research which has since been disproved or challenged and also examine other pedagogical approaches. 

Continuing to develop my work with CCM singers is important to me and the research which I have done so far is predominately aimed towards my most common clients who work within Musical Theatre. It would be an interesting progression to explore the belting literature surrounding CCM and pop artists. 
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APPENDIX A
Common Issues and Solutions with Clients relating to Belting
1. Speech Quality/Chest Register being taken too high
I regularly work with clients who have found the thick fold connection but as they ascend in their range, they don’t facilitate any other tools to aid with the ring, brightness and loudness associated with belting. In these situations, I will invite students to explore a higher larynx position. This can often be found by using well known examples to trigger the client into replicating a higher laryngeal position and then locating, feeling and maintaining the muscular effort whilst transitioning to a scale, arpeggio and then to the lyrics of a song. Some prompts I use to assist clients in finding a higher larynx are:

…a young innocent or anxious child
…a chipmunk or other cartoon character such as Elmo

I invite the students to embrace the playfulness that these characters can bring. Often, the client is used to a certain laryngeal height for their day to day speaking voice and the infrahyoid and suprahyoid muscles, which are responsible for the lifting and lowering of the larynx, can be used to remain in their default position – which is different for each client. Limited movement of the larynx up and down has meant that those students I have who speak with a darker, richer, low larynx placement can find belt sounds very different to their usual speaking voice. I will encourage clients to speak days of the week / numbers one to ten / the names of people in their family on each laryngeal height so that they hear the resulting differences in quality. For visual learners, one can ask them to complete these exercises in front of a mirror so that they have the visual feedback of seeing their larynx move. Prompting the student with questions which encourage them to describe the differences in the sound whilst in those different positions can engrain the knowledge and aid self-practice after the session. 

Once different larynx positions have been mastered, I introduce the idea of ring/twang/AES narrowing/squillo within the belt tone, discovering terminology which they may already use to mean the same thing. Twang is present in the human voice around 3kHz and can be described with many adjectives such as bright, pingy, loud, harsh, piercing (Roll, 2015) – however it is described, it is certainly a sound which travels. The human ear is very receptive to sounds around 3kHz so if we can tune the formants to boost these frequencies in the vocal tract, we often find a louder, brighter sound. I work with students to tune the formants for the style of singing they are using. Changes to mouth shape, tongue position as well as jaw and larynx positions have yielded helpful results within the studio; noticeable to both the human ear and also through spectrogram software which I use to visually display the changes to frequencies created by the student’s efforts. Some students access this sound naturally as part of their speaking voice – it is typically associated with certain accents as well such as those from New Jersey, Liverpool and Ireland. Once I have helped a student to find the amplified boost in the 3kHZ range, I will guide them towards applying that frequency boost throughout their range on different vowel sounds and then different words. Maintaining the structural position of a narrowed AES and a high larynx takes practice. By this point in a student’s journey they are often playful and a baby’s cry or a child’s call is not just providing valuable feedback on whether they are singing in the frequency zone they’re hoping for but also fun. 

2. Breathing set-up not conducive for efficient belting
I believe it to be ineffective to advise clients to ‘take a deep breath in’ when aiming for higher, louder and longer sounds. It has been documented (Hirano, 1974) that the larynx acts primarily as a valve and when closed after inhalation, a pressure builds up in the lungs. The sub-glottic pressure required in belting is much smaller than often expected and therefore a large amount of air in the lungs can make it harder for the vocal folds to maintain a longer closed phase, resulting in lower mass and increased effort by a student to maintain the required sound. This can be heard as cracks and is sometimes compensated for by aggressively forcing the folds together which can lead to traumas such as nodules and polyps along the edge of the fold (Harris, 2020). 

I aim to remove this belief in students by asking them to stand at one end of the room and belt a short phrase (often a name, or simple words such as ‘Hey!’, ‘No!’ and ‘Stop!’) as if they are belting at someone about to step out into a road in front of a vehicle they haven’t noticed. Other situations which encourage spontaneity (such as calling upstairs to a friend or relative) can also be used. The importance of impulsiveness within the imagined scenario is important. Students will then instinctively tend to take a short, snappy breath before demonstrating a shout / yell / belt sound. I question them on the sensations – “what did that feel like?”, “did you focus on the breath you took beforehand?”, “was that difficult / painful / scratchy?” We explore what it feels like to maintain the same given scenario but we change the breathing to be a big, effortful breath before phonation. Students often report that this is harder to achieve, requires more muscular effort in the torso and invites some constriction or scratching when releasing such a large lung volume. 

We apply the knowledge from that exercise to a song or piece of text. We often find that the habitual tendency to take a big breath in before vocalising is counter-productive to the belt sound we want to achieve. I believe this to be because a larger lung volume increases the subglottic pressure which results in one of two things:
1. Strain on the vocal folds to stay together, and/or
2. The vocal folds blowing apart at the onset of sound, causing a breathy tone, voice crack or hoarseness over time. 

The strategy is dependent on the client’s learning preferences and I try to navigate the specific challenges each student has rather than applying a generic approach which fails to personalise the learning towards the individual.

3. Diction working against the laryngeal set-up 
The articulators (tongue, lips, jaw) can often have an effect on the laryngeal position, narrowed aryepiglottic sphincter and airflow. It is generally agreed that there is a lifted larynx position within belting which adds the brightness; a narrowed AES position (adding the twang and boosting the harmonics around 3kHZ which results in a perceived loudness) and a carefully moderated airflow. Therefore, if one or more of the articulators is working against these setups, there can be a dramatic effect on the efficiency of the belting. 

Commonly I have found that a client’s tongue sitting further back can impact the high larynx we seek (Obert, 2020). The origins and insertions of the muscles which control movement of the tongue can also have an impact on the tongue position. This to be particularly important with the hyoglossus muscle – if the hyoglossus is contracted then it lowers the tongue and has an effect on the larynx by limiting how high the hyoid bone can move, something which Obert has also explored. This restriction on the movement makes it harder for the singer to access the brighter sound associated with belting. An exercise I use for this is asking the client to sing their song with their tongue stuck out of their mouth; it encourages the singer to experiment with other articulatory changes such as in the lips and jaw and anterior portions of the tongue to achieve the lyrical requirements without letting the tongue sit too low. I also use vowel sounds and ask them to modulate from a high dorsum /i/ sound to a lower; we explore the options available in the lyrics of the song they are singing. 

Protruded lips can also have an effect on the brightness of a sound. With the lips sitting forward we are lengthening the vocal tract which creates darkness in the tone – in a similar fashion, we can lower the larynx for a darker, richer tone. Both of these options are useful to the singer in other qualities but with belt voice we are seeking a shorter vocal tract to find the brightness. Spread lips where we place them more wide than forward (colloquially named ‘letterbox lips’) assists with brightness in belting by creating a horizontal widening of the space in the mouth instead of lengthening as is often the case in classical singing (Balog, 2005). 

The jaw can lower to different degrees. The amount that the jaw drops has an effect on the harmonics by affecting the formants, raising F1 and lowering F2 (Bozeman, 2014). Therefore, I assist students to try their song or speech with different degrees of jaw lowering; often recording the exercise for the student to listen back to afterwards. 

With all of these exercises, it is important to reflect upon the effect this is having on the sound. There will be correlations between the very practical work happening within the studio and the research which I have cited previously. By giving students multiple options, I hope the develop graduates who experiment themselves and have a basis from which to explore the vocal choices available to them. 

Other Exercises

The Siren
I do encourage students to siren on an /ng/ sound throughout their range, being mindful of the changes from register and quality as they go. As coaches, we can prompt students to maintain the same bodycover, larynx height, AES position and articulatory set up for as much of the range as possible. Then I ask the student to contrast this with their ‘default’ siren and then a siren with no effort, a siren with lots of breath, a quiet siren, a loud siren – all of these produce different results and perhaps most importantly, I constantly ask ‘why?’ I would like to see more students questioning their way of working rather than just accepting one way for everything. This is something I explore with more experienced belters who are looking to shape the tonality of their belt – students often wish to explore brightening and darkening of the belt tone. A number of students have told me that they hear differences between West End belting to Broadway belting, for example. This is an area which I’m keen to explore later in my study. 

LuLu’s “Shout!”
I like to use the opening “Well” from the pop song “Shout” to experiment with the ideas above. It is a well-known phrase which transcends spoken voice pitches and the differences in sound when a student changes larynx height, are particularly noticeable. It is important when working on exercises that demand a change of quality (be it larynx height, AES narrowing etc.) to notice the differences on the same pitch and not alter the pitch because one alters the component parts. 
APPENDIX B
Questionnaire for New Clients 
These questions are designed to assist me in preparing a suitable introduction to Belting for you, based on your previous experiences and your goals. Please use additional sheets of paper if needed. 
Name: ________________________________________
1. Please describe your experience of belting / belt quality:


2. How would you describe the sound of “healthy belting”?


3. How would you describe your knowledge of belting?
	Limited			Average			Extensive

4. Could you please describe what you think is meant by “abdominal release”?  


5. Could you please describe your understanding of the term “anchoring”?


6. Could you please describe your understanding of the term “body cover”?


7. Could you please describe your understanding of the term “twang”?


8. Could you please describe your understanding of the terms “head and chest voice”?


9. Which singer/artist would you describe as a brilliant belter? 


10. What would you like to work on in your own belting? 


Thank you!
