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Background
 
Contemporary music is an amalgamation of many genres and singing styles (Soto-Morettini, 2014; Le & Soon, 2023). The sound of African-American gospel music has had a significant impact on the development of Contemporary Commercial Music (CCM) (Legg & Philpott, 2015). Current research on African-American gospel music focuses mainly on sociological, historical, and stylistic aspects rather than on identifying and codifying specific techniques and characteristics as well as performance practices of the genre (Boyer, 1995; Legg & Philpott, 2015; Robinson-Martin, 2016). Consequently, it becomes increasingly difficult to provide adequate pedagogical strategies for gospel music that emphasise vocal stylistic skills specific to gospel music (Robinson-Martin, 2010). 
 
According to Frith (1996), the concept of the voice as a musical and spiritual instrument is essential for gospel vocal performance. It is, therefore, common for gospel singers to use various expressive vocal techniques in their songs to convey profound emotions and significance (Cusic, 2011; Youssef, 2022). Among these techniques is the use of melismas. Gospel music exemplifies the technique of melismas, which requires vocal expression by incorporating multiple improvised or structured notes within a single sound or syllable (Robinson-Martin, 2014; Legg & Philpott, 2015; Youssef, 2022). Historically, the technique of melisma has not been limited to gospel music (Youssef, 2022); it has been used in other religious contexts, including Gregorian chants (Everitt, 2012) and liturgy (Crocker, 1996). The purpose of this study is to examine the application of melismas to gospel music, although this technique can be applied to a wide variety of musical styles.
 
During this independent study, the primary focus will be to review, design and create a vocal artefact containing a collection of vocal exercises as a guide to enhance the practice of gospel melismas in the applied studio. This study investigates the complexities of gospel melisma, evaluates prevailing research, and explores the pedagogical strategies of teaching melisma within gospel music genres using a thematic approach (Braun & Clarke, 2006). Based on the research, this assignment offers an overview of vocal physiological principles and pedagogical strategies used to help students understand the mechanics of the voice. Furthermore, this addresses the need to conduct rigorously structured research to identify evidence-based teaching tools that can be used in the vocal studio.  
A thorough grasp of the principles governing vocal physiology can offer valuable insights into the mechanics of voice production. This enhances vocal control, technique, and accuracy, enabling vocal instructors and students to better understand the physiological processes underlying various expressive melismatic techniques. The focus on innovative teaching methods corresponds with the changing world of music and performance, as contemporary vocalists often face a variety of musical styles and platforms, requiring them to be highly adaptable and versatile in their skills.
 
Defining Melismas 
 
This assignment aims to define gospel melismas and examine the recurring themes of the techniques used, which will be incorporated into the vocal artefact. In CCM pedagogy, a melisma is often referred to as a "vocal run" and "riffs" (Robinson-Martin, 2014), as an "ad-lib" (Everitt, 2012), or as a "lick" (Chandler, 2014), as "passing neighbour tones", "bends", "tails", and "ornamentations" (Boyer, 1978; 1995; Robinson-Martin, 2016). It is acknowledged by Galettis (2009) that there are a variety of terms used to describe melisma. In popular music genres, the term "lick," which is similar to a "guitar lick," is often preferred over melisma. Kayes (2015) notes that the usage of 'lick' is characteristic of rock, pop, and soul music. Similarly, Chandler (2014) describes melisma as a 'lick' or a 'riff' and mentions 'run' as a tool used for improvisation. Chandler (2014) also specifies that licks typically span 3 to 4 notes but may extend over an octave. Witmer (2017) characterises a lick as a brief, identifiable melodic element or phrase. Meanwhile, a riff is defined as a concise, recurring pattern used more for embellishment than improvisation (Robinson, 2017). Robinson-Martin (2014) correlates the extensive use of notes in a run with melisma, emphasising that both are vocal techniques.  
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Due to the ever-changing challenges singers face, particularly in terms of stylistic technique, that may not be adequately addressed by conventional teaching methods. Therefore, the study aims to incorporate primary research using thematic auditory analysis (Braun & Clarke, 2006). This strategy seeks to bridge the gap between theory and practice, ensuring that vocalists are aptly equipped to navigate the varied and dynamic environments found in contemporary vocal studios. This vocal artefact is titled 'Gospel Melisma: Vocal Exercises', which provides a curated collection of vocal exercises for teaching gospel melismas, developed according to the expertise of leading pedagogues (Boyer, 1995; Wise, 1997; LeBorgne, 2019; Miller, 1996; LoVetri, 2002; 2003a; 2003b; Robinson-Martin, 2010; 2014; 2016; Anne Peckham, 2005; Estil, 1988). Within the context of gospel singing, these exercises provide a structured and practical approach to mastering the intricate art of melismatic singing. The accompanying artefact is comprised of four distinct sections: (i) Respiration: Breath Management, (ii) Vocal Agility, (iii) Vocal registration and (iv) Improvisation. The purpose of this artefact is to provide exercises that emulate melismatic movements in gospel music to support vocal training. The existing literature recommends techniques for pop riffs and runs. As a vocal teacher with expertise in gospel, soul, and R&B music, it is imperative to find research for an established pedagogy and lexicon for stylistic tools utilised in these styles. Building on the findings of my earlier literature review titled 'What is the gospel sound?' (Austin, 2023), there appears to be a noticeable gap in research concerning various stylistic techniques. Several studies have highlighted the need for a pedagogical approach specifically tailored to the needs of CCM singers (Chandler, 2014; LoVetri, 2002).
 
The primary research method used in this study is a thematic analysis (Braun & Clarke, 2006). This artefact contains exercises designed to address recurring themes. Breath management (Sundberg, 1993; Henderson, 1979; Fleming, 2005; Miller, 1996; LeBorgne, 2019) allows singers to achieve greater vocal power, sustain longer phrases, and maintain a controlled essential for gospel's dynamic and emotive performances (Robinson-Martin, 2010). A key component of agility (Harper, 1996; Benson, 2018) involves rapid and intricate vocal movements over a series of notes (Boyer, 1995). Singers trained in melismatic techniques for gospel music must be able to execute fast movements with enhanced precision and ease (Harper, 1996; Benson, 2018). Simultaneously, flexibility training expands the vocal range and facilitates seamless transitions between registers (Harrison, and O'Bryan, 2014; Miller, 1996; Ragan, 2020). A balance must be struck between the engagement of thicker and thinner vocal folds to ensure proper vocal registration (Thurman et al., 2004). By recognising these distinctions, gospel performers can achieve the dynamic range and expressive qualities required for the genre's style. 
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Professional context
My formative years were greatly influenced by my church, a predominantly black Pentecostal congregation. My exposure to African-American gospel music was shaped by this experience. In addition, this experience paved the way for a successful career in music as a professional backing vocalist, session singer, songwriter, and vocal coach.
As a CCM vocal instructor specialising in gospel music, I frequently encounter the challenges of melismatic vocal techniques in the vocal studio. This highlights the need for detailed and rigorous research within the field.
 
The purpose of this study is to thoroughly catalogue and examine the intricate components of melismatic singing, aiming to distil essential themes that will serve as the basis for crafting specialised exercises tailored to the performance of melismatic singing. Using a detailed thematic analysis of the various aspects of the melismatic technique, the researcher intends to uncover the subtleties that contribute to the excellence of melismatic performances. The resulting framework will guide the development of voice exercises to enhance the technical and expressive capabilities of singers. The expected outcome of this research is twofold: firstly, the refining of methodological approaches for teaching melismatic singing, and secondly, the contribution of empirical insights into a more general teaching methodology for CCM. This comprehensive approach offers to bridge identified gaps in pedagogical literature and practice, reinforcing instructional techniques with academically grounded, research-backed methodologies.
 
The decision to focus on melisma is primarily a result of a strong personal connection and exposure to the form, as well as my commitment to improving the quality of instruction within my studio, particularly in light of the apparent lack of specialised pedagogical materials. A melisma is a technique of singing multiple notes to a single syllable (Youssef, 2012; Robinson-Martin, 2010), and it is an essential skill for gospel singers. To effectively train gospel singers in melisma, you must demonstrate a nuanced understanding and proficient application of gospel melisma during solo performances, studio recordings, and choir sessions (Boyer, 1995; Sellers, 2009) to achieve a culturally viable performance (Robinson-Martin, 2010). 
 
Considering the rich historical context where vocal pedagogy luminaries like García (1894) have long underscored the symbiotic relationship between technical mastery and emotional expression, this study is aligned with a tradition in which foundational skills are seen as a means to emotional expression (Coffin, 1989; Hoch, 2019). Despite the importance of these skills, vocal instructors are faced with the challenge of a limited number of resources that are specifically designed to address gospel melisma's subtleties (Jordan, 2021; Sellers, 2009; Robinson-Martin, 2010). It is often the result of this gap that gospel melisma exercises are adapted from other musical traditions like classical or pop techniques, which, while resourceful, may not fully capture the unique sound and emotional depth of gospel music (Jordan, 2021; Sellers, 2009; Robinson-Martin, 2010). Due to this reality, it is necessary to develop specialised training materials that are based on scholarly research and are built on gospel melisma technique's specific needs, thus addressing the relative lack of such materials in contemporary singing styles. To fill this gap, the upcoming artefact aims to contribute pedagogical resources for training the gospel singer. Several important areas, such as breath control, vocal agility, and registration, are addressed through this integrated approach, which is rigorously supported by scholarly research and pedagogical principles (LoVetri. 2002; Harrison, and O'Bryan, 2014; Legg & Philpott, 2015). Drawing on the expertise of authorities like Sundberg (1993), Henderson (1979), Fleming (2005), Miller, (1996) and LeBorgne (2019), the artefact presents a comprehensive guide for instructors and students alike to enhance their technical skill and emotive expression in gospel music performance. Through this rigorous pedagogical lens, the artefact is positioned to contribute meaningfully to developing effective vocal training methodologies. 
 
Research Methodology

The guiding ontological perspective for this research recognises the existence of multiple realities, underscoring the value of qualitative data in capturing individual perspectives, thoughts, feelings, and experiences (Kawulich, 2012). Given the adaptable nature of thematic analysis, it is not tethered to any singular epistemological or theoretical doctrine. Instead, it aligns with the researcher's aims and can be moulded to fit a variety of theoretical understandings (Braun & Clarke, 2006). Its methodological flexibility is beneficial for uncovering patterns or themes within the data, whether through a deductive or inductive approach. As the epistemological foundation for thematic analysis, constructionism is chosen because it holds that humans construct knowledge and meaning while interacting with their environment. This perspective is essential in qualitative research, where the goal is often to understand complex, subjective experiences and social processes. According to this view, knowledge varies from person to person, influenced by social and cultural factors. The perspective allows for different interpretations of data, recognising that people understand and explain phenomena differently. Taking a constructionist approach to the study of gospel melisma acknowledges its cultural, emotional, and personal significance. This study provides a unique opportunity to examine how individual singers and communities construct meaning around melisma within the rich historical and spiritual context of gospel music. This approach is particularly pertinent as it respects the subjective experiences of performers and the social dynamics at play, facilitating a nuanced analysis that transcends technical aspects to reveal the lived reality of gospel melisma. 
 
The research adopts a pragmatic paradigm focused on practical outcomes and relevance to real-world applications, employing various methods. It combines a constructionist view of reality with a flexible approach to knowledge. It aims to produce actionable insights into gospel melisma, acknowledging that diverse individual and collective experiences shape this knowledge.
 
Methods 
 
Thematic Auditory Analysis
This study employs a thematic auditory analysis approach to investigate the nuances of gospel melisma from the traditional to the modern era. There will be a systematic analysis of several gospel songs spanning this period, emphasising vocal intricacies and melismatic techniques. An analysis of the primary research dataset will be carried out through careful listening, capturing variations in style, execution, and contextual usage (Braun and Clarke, 2006).
 
Integrative Literature Review
To complement the auditory analysis, an integrative literature review will synthesise contemporary literature with insights derived from research. This review will use 'white' and 'grey' to analyse scholarly articles, music criticisms, and historical accounts to better understand the development of gospel melisma as a pedagogical and cultural phenomenon (Lawrence et al., 2014). To support the practical results derived from auditory analyses, gaps in existing research should be identified, and knowledge should be consolidated.
 
Design and Creation of Vocal Artefact 
A collection of vocal exercises will be developed based on the thematic auditory analysis and the literature review. Exercises are designed to cover the key thematic and technical elements of gospel melisma identified in the research. As a result of developing tools based on evidence-based research, it will be possible to bridge the theoretical understanding and practical application gap to support contemporary vocal training for gospel music.
 
Synthesis of Themes from Literature Review
Based on the results of the literature review, findings will be carefully classified into themes per the scholarly discourse surrounding gospel melisma. To ensure that the study is grounded in historical knowledge and contemporary understanding, these themes will be incorporated into the auditory analysis and will aid in the interpretation of data. The data will be analysed and coded to identify overarching themes characterising gospel melisma practice and pedagogy. A cross-reference with primary auditory research will validate these themes and integrate academic perspectives with real-world applications.
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Thematic analysis in qualitative research systematically pinpoints, examines, categorises, articulates, and presents recurring motifs within a set of data (Braun & Clarke, 2006). Boyatzis (1998) characterises thematic analysis as a translator, allowing qualitative and quantitative scholars to exchange insights effectively. When executed precisely, thematic analysis delivers credible and perceptive results (Braun & Clarke, 2006). As Pistrang & Barker (2012) and Barker et al. (2002) note, thematic analysis provides a systematic means for distilling complex research data into actionable insights. Based on this methodology, it is evident that vocal training, pedagogical techniques, and performance methods must be tailored to the unique properties and requirements of gospel melisma. This analytical process, as highlighted by Wasbotten (2022), is instrumental in understanding and addressing the educational challenges intrinsic to the genre. As opposed to standard thematic analysis based on textual data, this study explores the characteristics of gospel melisma directly using thematic audit analysis. Based on the analysis of audio data, this approach aims to identify recurring patterns in gospel singing so that vocal training methods may be improved. The choice of thematic auditory analysis is deliberate; it aligns with the research objectives by concentrating on the audio characteristics of gospel melisma performances. Kobin & Tyson's (2006) research provides an instance of thematic analysis by examining the significance of hip-hop in social work and empowerment initiatives, particularly among clients from diverse ethnic and cultural backgrounds in urban environments. This method extracts key themes from the audio, supporting the study's goal to improve instruction in gospel melisma. This analysis is inductive, following Thomas (2003), to let dominant themes naturally surface from the performances without the constraints of structured methodologies. It condenses the audio data into focused summaries that connect to the research goals. It helps develop a framework representing gospel melisma in practice, recognising the relationship between inductive and deductive reasoning in the research process. Through this approach, the research intends to contribute to the pedagogical discourse and practice significantly, ensuring that gospel music's spiritual and emotive power is preserved and propagated through informed and effective vocal instruction.
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In fields where peer-reviewed literature may be limited, such as gospel melisma, it is essential to underscore the significance of 'grey' literature. While 'white' literature, consisting of peer-reviewed academic sources, forms the cornerstone for validated knowledge (Lawrence et al., 2014), it is crucial to recognise that gospel melisma, with its multifaceted nature, benefits from a more comprehensive approach.
 
Incorporating 'grey' literature into the research framework further enhances the depth and rigour of this study (Schopfel, 2010) 'Grey' literature, encompassing materials like book chapters, reports, and other non-peer-reviewed publications, plays a crucial role by offering diverse perspectives and practical experiences that can significantly enrich the understanding of gospel melisma (Schopfel, 2010; Lawrence et al., 2014). In disciplines like gospel melisma, where conventional academic discourse may not comprehensively address the nuances of practical training programs, 'grey' literature becomes particularly pertinent. In addition to academic studies, grey literature offers contemporary insights from industry practitioners with sources like Arceneaux (2008), Stoney (2021), and McKay (2020), who emphasise the significance of practical melisma exercises in pop and gospel music. However, it is essential to approach such sources thoughtfully, acknowledging their unique contributions while also recognising the potential limitations, including potential bias and a lack of peer review (Lawrence et al., 2014). Integrating both scholarly and grey literature enables a more comprehensive understanding of the gospel's melismatic artistry. By tapping into the insights and expertise of practitioners and professionals who contribute to the field's development, such inclusion serves to bridge gaps in knowledge, providing a more comprehensive and well-rounded perspective for academic inquiry and practical application (Schopfel, 2010; Lawrence et al., 2014). This interdisciplinary study will incorporate insights from vocal pedagogy, musicology, physiology, and performance studies (Kreiman & Sidtis, 2011), demonstrating a deliberate and methodical approach to research methodology.
 
Search Strategies: The research employed a diverse search strategy to explore gospel melismatic techniques. This strategy incorporated a set of carefully selected search terms, including "gospel melisma," "melismatic techniques," "vocal ornamentation," "gospel music pedagogy," "performance practices," "gospel music history," "cultural influences," "vocal physiology," and "contemporary gospel trends (See appendix 1 for search strategies).  
 
Each term serves a unique purpose, from capturing the core subject of Gospel Melisma to embracing broader contexts of Melismatic Technique and practical dimensions of Performance Practices, ensuring that the search strategy covers a broad spectrum of relevant literature. The search was conducted across various academic databases, RESEARCH GATE, PROQUEST, JSTOR, GOOGLE SCHOLAR library catalogues UWTSD, and 'grey' literature sources, encompassing peer-reviewed and non-peer-reviewed materials. 
 
Theoretical Influences
 
Gospel and other popular genres are subject to a significant challenge in CCM, as they lack a standardised pedagogical approach, unlike traditional classical singing (Bartlett & Naismith, 2020). As Potter (2008) points out, classical music has a systemised voice pedagogy advantage over CCM singing.
 
It is important to note that the theoretical influences on the study of gospel music within the context of CCM pedagogy are multidisciplinary and incorporate concepts from various research fields that inform instructional methodologies and approaches. Musicology and ethnomusicology provide insights into the evolution of gospel music and its cultural significance. The historical development of gospel music, explored through musicology, informs its pedagogy by identifying its stylistic origins and transformations over time (Darden, 2004). An ethnomusicologist examines music within the context of its culture and social group, advocating for a pedagogy that reflects the music's sociocultural significance. 
 
Vocal health and technique form the anatomical and physiological basis for teaching gospel music safely and sustainably. Due to the demands of gospel music, which require a high level of vocal endurance and flexibility, vocal pedagogy incorporating the latest research on voice health is crucial (LoVetri & Weekly, 2003).
 
The performance practice theory focuses on the interpretive aspects of gospel music performance. Improvisational traits and emotional delivery are trademarks of this genre and require a teaching approach beyond technical instruction to explore expressive authenticity (Bartlett, 2014). It is imperative that educational theory be considered to shape the structure of learning experiences, curriculum development, and pedagogical strategies. Through the application of educational theories, gospel music knowledge will be transmitted in a systematic, objective-driven, and assessment-based manner, providing clear learning outcomes (LeBorgne & Rosenberg, 2019).
 
Practical Influences 
 
The evolution of gospel music pedagogy within CCM is deeply rooted in practical influences that shape teaching methods. Functional Voice Training Theories by (LoVetri & Weekly, 2003) and Riggs (1998) highlight techniques tailored to the vocal demands of gospel music, blending mechanical control with stylistic expression. Research by Portia Maultsby (1992) underscores the necessity of a deep, historical, and performance-based study of gospel music, a sentiment echoed by Legg and Philpott (2015). Investigations into the expressive use of melisma by scholars such as Cusic (2002) and Johnson (2019) reveal its emotional and technical intricacies, while insights from Boyer (1985), Burnim (1985), and Wise (2002) show how cultural experiences and cross-genre influences shape melisma's practical application. Robinson-Martin (2016) further identifies melisma's role in authentic audience connection.
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Aims and Objectives:
This study aims to conduct a comprehensive literature review and primary research through thematic auditory analysis to present pedagogical considerations for teaching gospel melisma within the gospel context.
 
Objectives 
· To conduct a comprehensive review and thematic auditory analysis of gospel melisma, identifying pedagogical gaps and opportunities.
· Critically analyse research findings to develop innovative teaching techniques for gospel melisma informed by literature findings and primary research.
· To create a vocal artefact that enhances gospel melisma pedagogy in contemporary vocal instruction.
 
Learning Outcomes
 
· Expand knowledge and practice of gospel melismatic technique through primary research.
· Design and create an educational vocal artefact.
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Vocal Health and Safety
An ethical approach must be followed when designing a vocal artefact for use in the studio, mainly when the artefact is created on evidence-based research (Given, 2008). Although derived from theoretical studies, a research artefact of this type will directly affect practitioners, highlighting the importance of responsible development (Given, 2008). Vocal health and safety are the cornerstones of this approach, and consequently, every exercise recommendation is supported by a deep understanding of vocal anatomy and physiology (Lovertri, 2002; Robinson-Martin, 2016).
 
Authentic Representation
Researchers have an ethical responsibility to advocate exercises that enhance the voice's capacity without causing undue strain or potential harm (Given, 2008). Equally vital is the researcher's commitment to authentic representation (Robinson-Martin, 2016). This commitment to authentic representation is essential because it ensures that the vocal techniques and exercises promoted are culturally sensitive and respect the integrity of the gospel genre. It prevents the appropriation or misrepresentation of gospel melisma, preserving its cultural and artistic significance in contemporary voice studios (Robinson-Martin, 2016). It is crucial that exercises, especially those rooted in specific cultural or genre conventions, are depicted authentically to avoid any appearance of cultural appropriation (Boyer, 1995).
 
Mitigating Confirmation Bias
The methodical approach helps mitigate the potential pitfalls of confirmation bias, as identified by Given (2008), in which researchers may solely consider supporting data. By adopting a systematic and thorough approach, this study aims to avoid such bias and instead provide a balanced and holistic examination of the subject matter, encompassing diverse perspectives and evidence, thus ensuring a comprehensive and well-rounded piece of work.
 
Transparency and Disclosure
Throughout the artefact, transparency is kept at the forefront, revealing the origins of any vocal exercises and crediting inspirations and sources. In addition, researchers should disclose any potential affiliations, ensuring users are aware of any factors that may have influenced adapted vocal exercise within this assignment.
 
Continuous Ethical Evolution
As Given (2008) suggests, ethical research practice is not static; instead, it evolves with experience. As researchers encounter various ethical dilemmas and challenges, it demands thoughtful consideration and adaptation. With each research project and ethical decision made, researchers refine their ethical compass, becoming more adept at navigating the complex terrain of research ethics. As a final point, the dynamic nature of vocal science necessitates the commitment of researchers to stay current. Staying current is advised because the field of vocal science continually evolves with discoveries and advancements (Smith, 2019). By keeping abreast of the latest research findings and technological developments, researchers can ensure that research remains relevant, accurate, and aligned with the most recent insights. As a result, each step in the design of a vocal artefact has been guided (see Appendix 2 for ethical considerations).  

Continuous Ethical Evolution
As Given (2008) suggests, ethical practice in research isn't static; instead, it evolves with experience. As researchers gain more experience, they encounter various ethical dilemmas and challenges that demand thoughtful consideration and adaptation. With each research project and ethical decision made, researchers refine their ethical compass, becoming more adept at navigating the complex terrain of research ethics. As a final point, the dynamic nature of vocal science necessitates the commitment of researchers to stay current. Staying current is advise because the field of vocal science continually evolves with new discoveries and advancements (Smith, 2019). By keeping abreast of the latest research findings and technological developments, researchers can ensure that research remains relevant, accurate, and aligned with the most recent insights.

As a result, each step in the design of a vocal artefact has been guided (see appendix 2 for ethical consideration).  
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Reflective practice is an essential tool for educators and practitioners in vocal pedagogy, offering a profound pathway toward personal and professional growth (Moon, 2006; Bolton, 2010). Shon (1987) aptly captures the essence of reflective practice when he states that reflective practice involves looking back, analysing experiences, and using that understanding to guide future action (Moon, 2006). In creating vocal exercises for gospel melisma in a studio setting, reflective practices are crucial. They ensure ethical alignment, exercise quality, adaptation, user-centred design, and ongoing improvement in the design process.
 
Kolb's Experiential Learning Theory (Kolb, 1984) guided the development of gospel melismatic singing exercises because it offers a structured framework for integrating concrete experiences, reflective observations, abstract conceptualisation, and active experimentation, facilitating a well-rounded and effective learning process.
 
Throughout practising and refining vocal exercises, knowledge evolves through experience, reflection, and adaptation (Kolb, 1984). Based on Kolb's theories, learning can be viewed as a cyclical process involving four key phases: i) Experience, ii) reflection, iii) abstract conceptualisation, iv) and active experimentation (Kolb, 1984). When researching this project, I quickly realised that I was dealing with a module unlike any other I had encountered before, characterised by lengthy and demanding prerequisites for creating an artefact. The lack of scholarly research in this field is the most challenging aspect of my research journey. Addressing the dearth of existing literature and the significance of this research for future inquiries requires a proactive approach. While acknowledging the challenge, researchers can engage with related literature, even from adjacent fields, to draw connections, identify gaps, and propose innovative research directions (Smith, 2019).
Additionally, collaborating with experts in the field and seeking interdisciplinary perspectives can enrich the study and bridge the knowledge gap. By actively participating in scholarly discussions and conferences, researchers can contribute to the evolution of the field and foster collaboration, advancing the research study. This presented a unique dilemma for this study, as it highlighted the importance of this research for future inquiries while simultaneously presenting a challenge due to the need for more existing literature.
 
Concrete Experience: As my research targeted Gospel melisma, which incorporated several specific techniques such as riffs, runs, passing notes, bends, turns and tails, I was acutely aware of the lack of literature that would support my research. Balancing the limited resources of academic "white" literature with the vast but often unstructured "grey" literature available presented a unique set of challenges (Baker et al., 2002). To navigate this intricate landscape, I divided my research into two sections: the first examined "how we do it," focusing on the underlying function of the voice, while the second examined "what we do," involving exercises designed to help students comprehend this functionality better. However, as I progressed in my research, I realised that the term "melisma" was far-reaching and all-encompassing for this genre. The realisation that existing literature was limited prompted a significant refinement in my research question, making it more specific and practical. This change in approach was driven by the need to address the knowledge gap effectively. It is not uncommon for researchers to encounter such shifts during the investigation. When faced with these changes, researchers typically engage more deeply with the available literature, seeking alternative perspectives and methodological approaches to adapt their research direction and ensure its relevance (Smith, 2019). This process of evolving research questions and methodologies signifies personal growth as a researcher, demonstrating adaptability and resilience in facing challenges.
 
Reflective Observation: This research has deepened my appreciation for the profound impact of gospel singing, revealing its immersive influence and a bridge to diverse musical practices. As I delved into the traditions of melisma, I found a new appreciation for how the art of melisma transcends multiple genres, allowing for intriguing comparisons. I drew inspiration from the intricate subtleties of Gregorian chant (Crocker, 1995; Kelly, 2011) and the nuanced rhythms of classical Indian singing (Lavezzoli, 2006; Kuiper, 2011). These traditions illuminated the intricate web of musical practices, underscoring their significance and highlighting their interconnectedness with various musical traditions. Aside from historical and cultural revelations, my aspirations are consistently directed toward a tangible, well-researched result for my vocal studio by curating a pedagogical collection that serves the development of gospel melisma teaching techniques for vocal educators, students and choirs.  
 
Abstract conceptualisation:
 
As a result of my research into vocal pedagogy, I became aware of the limitations of traditional techniques, especially those influenced by schools such as Bel Canto, which were once considered universally adaptable across various musical genres (Blades-Zeller, 2002; Miller, 1996). LoVetri (2002) advocates for genre-specific CCM vocal pedagogy in Western European classical genres because it acknowledges that each genre has unique vocal techniques and styles. This approach, supported by Bjorkner et al. (2006) and Cleveland et al. (2003), aims to support singers to develop the necessary skills and versatility to excel in their chosen musical style. For classical singing, distinct vocal parameters, such as vibrato and resonance, set the benchmark (Ekholm, Papagiannis, & Chagnon, 1998). In contrast, gospel vocal pedagogy, still emerging academically, hints at distinct parameters drawn from existing research on its cultural aesthetics and styles (Arthur, 2004; Boyer, 1978; 1979; 1988). This synthesis underscores the necessity for tailored pedagogical approaches for CCM, emphasising research's role in shaping vocal teaching methods.
 
Active Experimentation: After gaining insights from research on vocal pedagogy, I moved from theoretical to practical application. An artefact was created by synthesising themes found in the research with innovative ideas during this transformational phase. This milestone was more than just an assignment; it signifies a professional growth moment, promising to elevate gospel vocal instruction in my studio.
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'A virtuosic singer in the gospel style is one whose musical choices have the ability to tap into, and give meaning to, collective emotion, and induce an audience to a collective joy or sorrow, awe or celebration' (Wald, 2003)
 
The human voice, a unique and intricate musical entity, offers depth and versatility distinct from conventional instruments (Frith, 1996). All musical instruments, including the voice, have three components to sound production: the actuator or power source (respiratory system), the vibrator (vocal folds), and the resonator (vocal tract) (Doscher, 1994; McCoy, 2004). In Contemporary Commercial Music (CCM), melisma is a distinctive stylistic device requiring singers to express numerous pitches within a solitary syllable (Legg & Philpot, 2015; Youssef, 2022). 
 
Virtuosic levels of melismatic singing became popular in the 1980s and are still commonly found in contemporary gospel artists like Karen Clark-Sheard, Daryl Coley, Vanessa Bell Armstrong, Smokie Norful, Kim Burrell, and Yolanda Adams, to name a few who are popular today (Sellers, 2009). Gospel music's distinctive qualities are often overlooked within CCM. The disparity may be attributed to the genre's diverse subgenres and stylistic subtypes. This diversity sometimes results in the oversight of unique vocal techniques within the broader academic discourse surrounding CCM (LoVetri, 2002; LoVetri & Weekly, 2013). Additionally, the need for more researchers focused on individual genres within CCM further exacerbates the challenge of giving these styles the attention they deserve. This lack of consideration contributes to the dearth of research on the gospel's distinctive stylistic contributions and historical significance within CCM (Jordan, 2021). 
 
[bookmark: _Toc150302945]Rationale
 
In this study, scholarly inquiry is combined with hands-on application to explore the tradition of gospel melisma thoroughly. The purpose of this study is to provide a deeper understanding of this complex stylistic technique through an analysis of its auditory characteristics, which builds on a previous study of the key components of gospel sound (Austin, 2013). This study was motivated by the apparent disconnect between theoretical research and current practice in gospel music - particularly the lack of detailed, systematic studies examining the technical aspects and cultural context of gospel melisma. This research will not only address these gaps but also provide singers and music educators with practical, research-based strategies and exercises. One of the primary outcomes of this research will be an educational vocal artefact demonstrating a dedication to providing valuable, practical outcomes from scholarly research. As a practical resource, this artefact will allow vocalists to practice and refine melismatic techniques, which I will employ in my voice studio.
 
In this study, the following research question is raised: How can existing literature and primary research inform contemporary teaching techniques for gospel melisma? This study will discuss the implications of the findings, which will contribute to the design of the artefact and suggest avenues for future research.
 
[bookmark: _Toc150302946]Research Methodology
 
This research examines the complex intricacies of gospel melisma, ensuring that the methodology complies with well-established ontological and epistemological principles. This study is based on two philosophical principles. (i) The research adopts a constructionist ontology inspired by Barbour (2014), who posits that individual perceptions shape multiple realities. This perspective is ideal for exploring gospel melisma's rich and varied personal experiences. (ii) The epistemological framework is deliberately flexible, seeking to understand the breadth of knowledge, content, and processes involved in its creation. This approach echoes Lincoln and Guba's (1994) emphasis on establishing a clear philosophical stance to bolster research validity. In this research, a pragmatic paradigm is used, as proposed by Morgan (2014), which focuses on practical solutions and the applicability of findings in the real world. This approach, not bound by any single philosophical system, allows for diverse methods and techniques (Ninino, 2018). In this context, the constructionist ontology and adaptable epistemology are congruent with the pragmatic goal of generating actionable knowledge about gospel melisma. The research, therefore, approaches knowledge as both constructed and contingent upon individual and community experiences.
 
Methods
 
This study conducts a thematic auditory analysis of gospel melisma, systematically examining a selection of gospel songs across eras to highlight vocal nuances and melismatic techniques. The analysis requires meticulous listening to discern style variations, execution, and context. Complementing this analysis is an integrative literature review, which amalgamates 'white' and 'grey' literature, including scholarly articles and historical narratives to deepen understanding of gospel melisma's evolution as an educational tool and cultural expression. This review seeks to identify research gaps and consolidate knowledge, thereby supporting the practical insights gained from auditory analyses. To translate theoretical research into practice, the study will develop a set of vocal exercises informed by both auditory analysis and literature review findings. These exercises aim to address the essential aspects of gospel melisma, thereby facilitating the transition from academic theory to practical application in contemporary gospel music training. In addition, the literature review will guide the analysis of the research findings by categorising them based on academic discussions of gospel melisma. Integrating historical and contemporary perspectives into the auditory analysis will enhance data interpretation. Through cross-referencing thematic elements identified in the literature with the auditory research, the study ensures the validation of these themes, marrying scholarly views with practical application in gospel melisma.
 
[bookmark: _Toc150302947]Theoretical context
This study is grounded in a multidisciplinary examination of gospel music within CCM pedagogy. This study acknowledges that gospel music, a genre rich in improvisational and emotional nuances, lacks standardised educational approaches (Bartlett & Naismith, 2020). The framework incorporates insights from musicology and ethnomusicology to map the historical development and cultural significance of gospel music, advocating a teaching methodology that is culturally sensitive and reflects the genre's sociocultural origins (Bowen, 1996; Legg & Philpot, 2015). The framework also recognises the importance of performance practice theory (Bowen, 1996), including the interpretive skills needed to deliver Gospel music authentically. Pedagogical strategies are effective, objective-driven, and provide clear learning outcomes when backed by educational theory (LoVetri, 2002; Van den Akker et al., 2006). This comprehensive approach not only respects the complexity of gospel music but also aims to enrich CCM pedagogy with rigorous, well-rounded instructional strategies.
 
[bookmark: _Toc150302948]Literature Review
 
This literature review is divided into four sections, collectively elucidating the multifaceted aspects of gospel melisma: (1) it defines the scope of melisma within gospel music, (2) a detailed thematic auditory analysis, (3) explores the physiological principles underpinning melismatic singing in gospel tradition and (4) nurturing improvisation for gospel melisma. 
 


[bookmark: _Toc150302949]Scope Of Melisma Within Gospel Music
 
According to Chandler's (2014) explanation, melisma serves as an umbrella term encompassing various techniques, such as licks, while runs are considered extensions of improvisational vocal dynamics. Gospel melisma is distinct for its technical and expressive range. It is worth noting that melisma has a long history dating back to medieval European music (Legg & Phillpott, 2015; Crocker, 2017). Melisma in gospel is strongly influenced by terms such as "runs" "lick" and "riff', which are emblematic of rock, pop, and soul music (Tagg, 2003; Galettis, 2009; Kayes, 2015). By incorporating seminal work by Boyer (1995) on melodic interpolation) his delineation of "passing neighbour notes," "bends," "turns," and "tails" offers a practical guide for gospel singers. A distinction should be drawn between a 'melismatic run' and a 'melismatic riff' to highlight the need for precision in both study and performance. While both share a common bond with melisma, they differ in their execution. Melismatic runs are extended, improvisational sequences allowing singers to express themselves freely and passionately.
In contrast, melismatic riffs are structured, repetitive vocal patterns that contribute to the unity and rhythmic vitality of gospel choirs (Chandler, 2014; Youssef, 2022; Robinson-Martin, 2016). Both techniques are essential in understanding the vocal tradition of gospel, with melismatic runs enabling individual expression and emotional depth. In contrast, melismatic riffs create collective energy and spirit within the genre (Robinson-Martin, 2016). Given the scope and focus of this study within the artefact, the vocal exercises will be presented in the form of melismatic passages characterised by "runs" and "riffs."
 
[bookmark: _Toc150302950]Analysis Of Gospel Melisma  
 
This study conducts a thematic auditory analysis, recognised by Braun & Clarke (2006) for its precision, to explore melismatic techniques in gospel music. By analysing twenty gospel songs, it examines nuances in vocal performance—melisma complexity, agility, breath control, and vowel use—from historical to modern styles.
 
Adopting and modifying Robinson-Martin's (2016) framework for analysing scat singing verses vocal runs allows for a tailored investigation into gospel melisma's development. (Refer to Appendix 4 for the Thematic analysis) The subsequent sections synthesise these insights, offering a concise yet comprehensive view of melisma's role in shaping vocal technique and style in gospel music's evolving landscape.
 
The dynamism of gospel music is epitomised by its signature melismatic singing, a style that has evolved considerably over time. This research embarked on a thematic auditory analysis to unravel the progression of melismatic techniques in gospel music. 
 
The study analysed 20 gospel songs, carefully chosen based on several papers that stated iconic artists throughout the history of gospel music (Legg, 2010; Sellers, 2009; Jordan, 2021) to represent both traditional and contemporary sub-genres. The auditory analysis involved listening attentively to each track identifying, and cataloguing the melismatic techniques utilised. These techniques were coded for breath management, vocal agility, variety, registration, improvisation, and use of vowels. The coding methodology focused on distilling the key elements of each performance, particularly the nuanced employment of melismatic vocalisation within the context of the selected songs.
 
Findings
 
Theme 1: Research revealed various melismatic tools gospel singers utilise, including riffs, runs, turns, bends, and tails. Often, these elements are cleverly layered within a single vocal phrase, requiring a solid understanding of scales and chord structures.
 
Theme 2: The ability to control breath and navigate between vocal registers is essential to achieving compelling melodic passages.
 
Theme 3: The selection of vowels within the melismatic phrases was influenced by the relevance of the lyrics. It was evident that melismatic phrases were sung with many vowels ending in /o/ and /e/. Diphthongs add sophistication and emotional depth. 
 
Theme 4: Singers often create distinctive sounds using thick and thin vocal folds to express emotion and spiritual messages.
 
Theme 5: Gospel singers displayed impressive versatility in their use of vocal folds, contributing to the distinctive sonic quality of the genre.
 
Theme 6: Melismatic practices have evolved in a clear evolutionary trend, with earlier styles characterised by dense, emotive expressions, in contrast to modern gospel's more refined styles, which emphasise clarity and precision.
 
Theme 7: The ability to improvise was essential to artists' creative expression, enhancing their performances with personal flair and enhancing their emotional impact. The live performance of 'Calvary' by Richard Smallwood included three female soloists who used improvisation during the melismatic phrases to convey their interpretation. 
 
Theme 8: It was noted that some artists adeptly combined multiple techniques—such as riffs with bends or runs with turns—to create complex melismatic sequences.
 
The thematic analysis reveals that melisma in gospel music is a dynamic technique that serves as a vessel for deep emotional expression and a platform for technical mastery. As revealed by the study, there is a discernible evolution in the practice of melisma, shifting from the raw, emotion-laden performances of the traditional era to the precise, improvisation-infused executions of modern gospel music. This progression signifies a continual expansion of vocal possibilities within the genre. By adopting the nuanced techniques of melisma into their practice, gospel vocalists can not only enhance their expressive capabilities but also partake in the ongoing evolution of the style. These findings highlight the potential of melismatic singing to constantly revitalise the gospel music experience, pushing the boundaries of vocal performance and fostering innovative approaches to conveying the genre's spiritual and emotional essence.
 
There are limitations to this analysis of melisma in gospel music. The song selection may not accurately represent the genre, and subjective interpretation may affect the ability to identify themes. The historical coverage is limited, focusing primarily on contrasting past and present without providing any details regarding the evolution in between. A singer's cultural background, as well as personal influences on melisma, should be taken into consideration. In addition, the influence of live performance atmospheres on melismatic techniques needs to be considered, and the lack of technological tools for precise measurement is a technical shortcoming. These factors indicate that a more comprehensive approach is needed to understand melisma's complexity in gospel music.
 
Respiration: Breath Management
 
Voice production is powered by the respiratory system (Miller, 1996). To achieve efficiency in singing, every system of the voice must be coordinated and balanced; however, breath management requires balancing the inspiratory and respiratory muscles dynamically (LeBorgne & Rosenberg, 2014; Chandler, 2014). The coordination of the muscles to control subglottal air pressure and airflow is essential for proper technique (Ragan, 2020). Breath support facilitates the regulation of air pressure beneath the vocal folds during exhalation (McCoy, 2004), while breath control governs how air is expelled (McCoy, 2004). The rate at which air is used and passes through the vocal folds is directly influenced by the interaction between breath support, laryngeal positioning, and vocal fold closure (LeBorgne & Rosenberg, 2014). The commonly recommended approach to breath management, particularly emphasising support, aligns with the "Appoggio" technique. Derived from the Italian verb "appoggiare," which signifies leaning, supporting, and sustaining, this technique promotes inhalation through diaphragmatic contraction and external intercostal relaxation (McCoy, 2004). Exhalation, in turn, is controlled through the antagonistic interaction between the diaphragm and coordinated actions of the abdominal muscles and external intercostals (McCoy, 2004). (See Appendix 5 for breath management exercises). 
 
Considerations for breath and movement in gospel singing 
 
Gospel singing use of movements and gestures contributes significantly to dynamic and expressive performances (Robinson-Martin, 2016)). Recent research by Ravignani and Kotz (2020) explores the relationship between breath, voice, and synchronised movement. This research shows that when individuals vocalise in harmony with rhythmic arm movements, vocalisation naturally synchronises with these movements. In turn, listeners instinctively align their movements with the vocaliser's actions. To maximise the emotional and dynamic impact of gospel music, singers must skilfully control their breath while seamlessly integrating movements, ensuring that their physical gestures harmonise with their vocal delivery. This synchronisation fosters a powerful and evocative performance that resonates deeply with the audience. 
 
Artefact Exercise: Breath Management for Long Phrases 
 
Aim: This helps singers improve their breath control and stamina when singing long phrases, precisely a 9-note sequence on an /o/ vowel. This encourages the use of intercostal muscles to maintain steady breath support and control throughout a prolonged melodic phrase. (Refer to Appendix 6,7 for the vocal artefact) For example, here is an exercise for sustaining a phrase. Taken from a YouTube clip of the Elevation Choir (2023). 
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Figure 1: Phrasing exercise for sustaining breath management
[bookmark: _Toc150302951]Vocal Agility 

Miller (1996) defines vocal agility as the innate capacity to navigate pitch transitions, reinforcing the role in vocal performance. Pitch and tonal variations, fundamental to vocal expression, are governed by the thickness and length of the vocal folds (Harrison and O'Bryan, 2014). This balance of vocal fold configuration is, in turn, controlled by the thyroarytenoid (TA) and cricothyroid (CT) muscles. When the TA muscles contract, they usher in relaxation within the vocal folds, endowing them with thickness—a hallmark of the chest voice. Conversely, the CT muscles, through stretching and thinning, yield a lighter, ethereal head voice (Davids & LaTour, 2012).
 
These muscular counterparts, acting in synergy, swiftly adapt the length and thickness of vocal cords according to the pitch range demanded, equipping gospel singers with the requisite precision and dexterity to execute melismatic runs gracefully. It is pertinent to acknowledge, however, that the level of adaptability varies among individual singers due to inherent physiological disparities (Davids & LaTour, 2012). 
 
Melismatic runs often draw inspiration from scales like the major and minor pentatonic, blues scales and mixolydian scales, thereby underscoring the significance of regular scale practice for gospel vocalists (Refer to Appendix 8 for a compilation of the prevalent scales). The flexibility of vocal expression enables singers to traverse the intricacies of stylistic nuances such as melismas, glissandos and bends with finesse (Harrison and O'Bryan, 2014; Miller, 1996). Thin-fold voice types, in general, exhibit greater agility compared to their counterparts with thicker vocal folds. Consequently, vocal agility can be cultivated by incorporating exercises that utilise a thin vocal mechanism—emphasising head voice, falsetto, or a thin/thick fold/chest and mixed voice. Exercises that span ascending and descending pentatonic scales and facilitate seamless transitions between different vocal registers also contribute significantly to developing vocal agility (Robinson-Martin, 2010).
 
As an example, this style of conditioning exercise focuses on agility development and draws inspiration from pentatonic scales. as outlined in Robinson-Martin's (2016) work. 
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Figure 2: Style conditioning exercise - Pentatonic Scale. Taken Robinson-Martin's (2016). 
 
The primary research highlighted that traditional gospel compositions often feature melismas with a subtler and less pronounced intonation. This is an intentional effort to preserve the spiritual and emotive essence of the music, emphasising the raw, heartfelt expression over technical precision. In contrast, contemporary gospel singers present melismatic runs characterised by greater precision, clarity, and a remarkably crisp execution.
 
These observations show the evolving stylistic preferences that define gospel melisma. The singers in traditional gospel, such as those featured in Richard Smallwood's "Calvary," place a strong emphasis on expressiveness and dynamism in their approach to melisma. Their melodic embellishments are delivered with an intense emotional fervour, often characterised by dramatic fluctuations in pitch and intensity. However, there were noticeable similarities of riffs and runs in all eras over a pentatonic scale. 
 
On the other hand, modern gospel music, exemplified by artists like Kierra Sheard, places significance on accuracy and clean execution of riffs or runs. 
 
The runs and riffs in contemporary gospel music are executed with careful attention to pitch, timing, and articulation, resulting in a polished and refined sound. This evolution is not a departure from the roots of gospel music but rather an expansion of its expressive palette. It demonstrates how gospel artists have adapted and refined their melismatic techniques, catering to evolving tastes and expectations within the genre. In essence, the research findings underscore the dynamic nature of gospel music and its enduring ability to evolve while staying true to its emotive and spiritual core. 
 
In response to this, I have created a few vocal exercises. This stylistic conditioning exercise integrates elements of melodic "woahs" and intricate vocal "riffs" to empower singers in conveying emotion through dynamic vocal expression on a "yeah" and "woah" while refining their vocal agility. (Refer to the appendix 8 for the Vocal Artefact)
 
Registration 
 
Vocal registration is central to voice studies and is necessary for producing various pitch tones by engaging specific muscular actions within the vocal structure (Harrison & O'Bryan, 2014).
Though the terminology around vocal registration is debated, experts generally agree on two main registers: thick fold/ chest and thin fold/head voice or falsetto (McCoy, 2004; LeBorgne & Rosenberg, 2014). The most prominent vocal quality found in gospel singing is a thick fold, chest or chest-dominant, speech-like quality (Robinson-Martin, 2016). This directly correlates to the black theological preaching styles in which the preacher would sing-speak their sermon, particularly during the climactic portion (Wise, 2002; Robinson-Martin, 2016). Therefore, in gospel singing, having a developed and strengthened chest register is imperative for efficient singing. Changes in vocal quality and registration are also tools of interpretation related to the melisma; purposeful changes are often used as interpretive choices by the singer. Gospel singers will sometimes employ other vocal registrations (Sellers, 2009). These include but are not limited to, thin fold, chest mix (i.e., an unpressured, light spoken quality), pure head/falsetto voice (i.e., the sound of an owl), and brassy head/falsetto mix (Robinson-Martin, 2016). The vocal quality used is often directly related to the emotional perspective of the song. According to Robinson-Martin (2016), when developing registration, there are four aspects of development to consider: (1) the identification of each register. For example, this exercise is taken from (Robinson-Martins, 2016) to identify chest register. 
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Description automatically generated with medium confidence]register using spoken voice and then sung. (2) the strengthening of each register; (3) the extension of each register; and (4) the combining of vocal registers (See appendix 9)
Figure 3: Taken from Robinson-Martin (2016), So you want to sing gospel?
 
The primary research findings on vocal registration indicate that most melismatic movements involve a combination of chest mix and belt voice. I have developed two vocal exercises to facilitate the transition between vocal registers while integrating lyrical content into a melismatic riff. The second exercise focuses on flipping between vocal registrations, transitioning from thick fold or chest voice to thin fold or head voice (Ragan, 2020; Robinson-Martin, 2016). This exercise aims to cultivate versatility in a singer's vocal range and tonal quality. (Refer to Appendix 9 for the vocal artefact)
 
[bookmark: _Toc150302952]Nurturing improvisation for gospel melisma
 
Improvisation in gospel melisma combines technique and creative expression (David & Latour, 2012). Melodic modifications range from subtle changes, like adding 'passing notes', to more comprehensive alterations, introducing multiple new notes or refining an existing melody (Boyer, 1996). The key to these melodic alterations is not just the introduction of new notes but the strategic placement and the emotions they convey (Robinson-Martin, 2016). 
The effectiveness of these techniques often relies on mimicking the natural intonations found in speech, allowing music to emulate human emotions (Boyer, 1996). Rhythmic improvisation in gospel emphasises the feel of the rhythm more than the strict beat count. By referencing natural speech patterns, vocalists can incorporate realistic rhythm variations into their music (Robinson-Martin, 2010). For a deeper exploration into rhythmic improvisation and phrasing, students can be guided to craft a brief set of lyrics aligned with specific rhythmic patterns spanning 5 or 6 notes. (See Appendix 10)
 
Effective instruction requires educators to engage with the singer's personal narratives and beliefs, guiding them to explore gospel themes and draw inspiration from scripture and personal experiences. Firstly, it is essential to build a foundational understanding of scales and harmony. This can be achieved by aural skills and developing harmonic sensitivity. Secondly, vocal warm-ups should incorporate both melodic and rhythmic improvisation exercises.
 
As a part of my vocal artefact, I have incorporated a few exercises on the scales used in gospel music over a major and minor pentatonic scale, a blues scale and a Mixolydian scale, which was a common theme in the thematic analysis (Refer to appendix 9 for notated scales). 
 
While this study does not primarily focus on textual interpolations like ad-libbing, the thematic analysis does highlight the relationship between textual improvisation and how melismas often append or blend with the conclusion of a textual phrase. Boyer (1979) defines textual interpolations as the infusion of additional words into a phrase. An illustrative example would be expanding "Lord, I am tired" to "Lord, (you know) I am (so) tired."
 
Gospel music is learned predominantly in church and is an oral tradition (Jordan, 2021). Emulation is essential during the nascent phases of melismatic learning, guiding students to dissect and assimilate the intricate facets of melismatic technique. For example, the excerpt from "Still I Say Thank You" was performed by Smokie Norfuls. 
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Figure 4: This excerpt provides students with a case to apply melismatic techniques in context. taken from (Robins-Martin, 2010). 

As students solidify their foundational skills, emphasis on personalisation becomes increasingly essential. This aspect encourages students to create unique melismatic patterns that reflect personal and spiritual journeys, adding depth and individuality to interpretations (Legg, 2010; Legg & Philphott, 2017). 
 
A vocal performance can be enhanced significantly by adding embellishments such as "runs" and "tails." however, these embellishments also present unique challenges due to their reliance on vocal flexibility, rhythmic precision, and a grasp of harmonic intricacies (Legg & Philpott, 2015).
 
In constructing a vocal artefact, instructors must have a comprehensive understanding of stylistic tools such as runs, tails, bends, and riffs. This knowledge not only underpins effective teaching but also ensures that educators can adapt their methods to the unique needs of each student. Moreover, having access to various tools allows instructors to address different vocal challenges, ensuring holistic development in their students. (Please refer to the appendix 11 for stylistic tools). 

[bookmark: _Toc150302953]Discussion 

The research study attempts to explore and dissect the varied and complex components of gospel melisma. During this independent study, several key elements of gospel melisma, such as riffs, runs, turns, bends, and passing notes, have been highlighted. These elements, as discussed by scholars (Boyer, 1996; Legg & Philphott, 2015) and (Robinson-Martin, 2010; 2016), form the foundational building blocks for the performance and execution of gospel melisma. One of the crucial observations gathered from this research is the discernible gap in existing academic discussion focusing specifically on gospel melisma. To bridge this gap, the research not only leveraged existing literature but also capitalised on primary research and adopted an interdisciplinary approach. Expanding on the theories proposed by (Legg, 2010; Barker et al., 2002; Pistrang & Barker, 2012; Wasbotten, 2022), the study establishes the pressing need for adopting and adapting innovative pedagogical methods to teach gospel melisma.
 
The purpose of this inquiry has been to examine the facets of gospel melisma and how it can be used to enhance the skills of vocalists. Practically, the design and creation of the vocal artefact demonstrate the need for exercises tailored to gospel melisma. The themes discussed in the findings support existing literature on the role of breath management and nuanced vowel usage in executing melismatic sequences (Themes 2 and 3), suggests that these should be central to vocalists' practice routines. Additionally, manipulating vocal fold thickness (Theme 4) conveys deeper emotional content, highlighting the importance of mastering vocal texture for compelling performances. (Themes 7 and 8) suggests integrating gospel melisma into modern vocal practice, honouring the gospel's rich heritage while promoting stylistic versatility. This integration encourages a holistic and adaptable approach to singing, ensuring technical proficiency and emotional depth. 
 
Limitations
The study's insights are drawn from a limited set of exercises, potentially overlooking the full spectrum of gospel melisma techniques. The absence of participant input also means the research lacks empirical data from vocalists, which could impact the practical applicability of the findings. Cultural specificity is another limitation, as the pedagogical approaches may not translate across different musical traditions without adaptation. These limitations highlight areas for future research to deepen the understanding of gospel melisma's pedagogy.
 
Recommendations:
· Future studies could undertake a comparative analysis with melismatic techniques in other musical genres to reveal shared characteristics and distinctive practices.
· A longitudinal study could trace how vocalists develop melismatic skills over time, offering insights into long-term practice strategies.
· A diverse range of songs and performances should be analysed to solidify the research findings.
· Research that captures personal experiences from vocalists regarding their journey with gospel melisma could add depth to the understanding of its impact on vocal identity and technique.

[bookmark: _Toc150302954]Conclusion
 
The study revealed the intricate nature of gospel melisma and the urgent need for targeted teaching methods (Youssef, 2022). A thorough review of relevant literature and auditory analysis was conducted to design targeted vocal exercises addressing the identified educational gaps (Bartlett & Naismith, 2020). The study emphasised the role of breath management, vocal agility, vocal registration, and improvisation in mastering melismatic singing. The reliance on a limited set of exercises and lack of extensive empirical vocal data may constrain its more comprehensive application; nonetheless, it provides a valuable foundation for a deeper appreciation of gospel melisma within its cultural context. Future research is encouraged to build on these insights by examining melismatic techniques across different musical genres and tracing the development of these skills in vocalists over time. This study's fusion of gospel tradition with contemporary vocal practice not only advances scholarly dialogue but also offers practical guidance, enhancing vocalists' capacity to tell compelling stories through their performances.
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Ad-lib - Spontaneous improvisation of melodies1, which can include melisma, and other forms of vocal improvisation and techniques. 

Bends - The intentional alteration of a note, sung either slightly above or below its standard pitch, typically by a semitone (half step) or less, for expressive purposes.

Chest Voice - See Thyroarytenoid Dominant. 

Cricothyroid Dominant - also referred to as "head voice," this is a thin fold vocal production in which the set of muscle that lengthens and thins the vocal folds are dominant. The cricothyroid muscle controls pitch and is the primary muscle used to produce high pitches.

Glissandos - A glissando, often called a "gliss," is a musical term for a smooth, continuous slide between two notes. It can be used in vocal music and on instruments to create a sliding effect between pitches, adding expressive nuances to a performance.

Lick - A short melodic idea that can be used to describe other instruments including the voice. 

Melisma- Also called "coloratura." ornamentation added to a composed melody. Melismas can be improvised or pre-composed, however in gospel music they are improvised.

Melismatic Riff - A repeated sequence of notes in the melismatic phrase. 

Melismatic Run - Melisma that uses many notes, is not repeated, and can be used for improvisational purposes.

Passing Tones - The insertion of one or two intermediate notes, progressing stepwise in the same direction, between two notated notes.

Tails - A sequence of approximately two to four additional notes, positioned at the conclusion of a musical phrase or just before a pause in the melody. These notes move both upward and downward in a stepwise fashion.

Thyroarytenoid Dominant - also known as "chest voice," this is a heavy vocal production in which the set of muscle that shortens and thickens the vocal folds are dominant. The thyroarytenoid muscle comprises the bulk of the vocal fold and is the primary muscle used to produce lower pitches.

Turns - Brief melodic patterns consisting of five or more notes, executed within a two-beat timeframe, in which the initial and concluding notes are identical.

Melodic Interpolations - A short, melodic insertions added to a given melody for the purpose of creating variation in the musical articulation of emotional expression

Grupettos - A rapid five note turn beginning with the main note (Baker, 1998)



























[bookmark: _Toc150302958]Appendix 2: List of Search Terms  

	Search Terms 
	Justification 
	Citation

	Gospel melisma 
	The primary focus of the study, encompassing all aspects of gospel melismatic vocal techniques.
	(Robinson – Martin, 2010; Legg, 2010)

	Melisma Techniques 
	A broader term to capture discussions on melisma within its wider musical and vocal context.
	(David & LaTour, 2012;
Robinson- Martin, 2016; Youssef, 2022)

	Vocal Ornamentation 
	Recognising melisma as a form of vocal ornamentation, including various vocal embellishments.
	(Boyer, 1995; Wise, 1997)
(Robinson – Martin, 2010 ;2016)

	Gospel music pedagogy 
	Addressing the practical and pedagogical dimension of melismatic techniques in gospel music.
	(Robinson – Martin, 2010; 2016)

	Performance practice 
	Encompassing the practical application of melismatic techniques in live gospel music performances.
	(Bowen, 1996) 

	Gospel music history
	Providing historical context for the development of melismatic techniques within gospel music.
	Legg, 2010, Legg and Philpott, 2015

	Cultural influences 
	Exploring the impact of cultural diversity on gospel melismatic styles and practices.
	Robinson – Martin, 2010, 2016

	Vocal Physiology 
	Investigating the physiological aspects of vocal production and control in melismatic singing.
	(LoVetri, 2002;
LeBorgne, 2019;
Ragan. 2020; Miller, 1996) 

	Contemporary gospel trends 
	Analysing modern trends and evolutions in gospel melismatic techniques and their relevance today.
	(Sellers, 2019; 
Jordan, 2021;
Legg, 2010)
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	Ethical Consideration 
	Preparatory Steps in the Design of the Vocal Artefact

	1. Define the Research Scope
	· Ensure research objectives prioritise ethical principles. 
· Define the scope to avoid potential harm or misrepresentation.
· Establish a clear ethical framework for the project.

	2. Review Existing Literature 
	· Select literature that aligns with ethical standards.
· Avoid using sources that promote harm and unethical practices.

	3. Design and Create Artefact
	· Ensure exercises promote vocal health.
· Acknowledge cultural sensitivity and authenticity in artefact design.

	4. Ethical Documentation 
	· Properly cite and attribute inspirations and sources
· Maintain transparency in the development process.
· Ensure all contributors are credited ethically

	5. Ethical Reflection 
	· Reflect on ethical implications of artefact use.
· Address any ethical concerns or dilemmas that arise.
· Consider long-term ethical implications of the artefact.
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Objective: Establish a strong foundation for sustained and expressive singing.

Appoggio Exercise 

Exercise 1: Using the Farnielli Appoggio technique (Miller 1996), we focus on strengthening abdominal control and breath support. 
Instructions:

(1) Ensure that your feet are hip-width apart and your shoulders are relaxed by adopting a comfortable and upright posture. 
(2) Place one hand on your chest and the other just below your ribcage to monitor your breath. Shift your attention to diaphragmatic breathing, imagining that you are filling your lower abdomen with air as you inhale. Keep your chest relatively still, allowing your abdomen to rise. 
(3) Then, work on controlled exhalation, engaging your abdominal muscles gently to regulate the release of air. 

Exercise 2: Extended Exhale - Quick Inhale and Prolonged Exhale
Instructions:
(1) Inhale through the mouth for a short count (e.g., 4 seconds).

(2) Exhale using an "sh" sound (e.g., "shh") evenly for an extended duration.

Practice:
Aim for an even and consistent flow of air. Start with your initial count (e.g., 15 seconds) and gradually increase it by 5-second increments.

Exercise 3: Sibilant Fricatives - Flexible Abdominal Workout
Instructions:
(1) Engage abdominal muscles to flex the abdominal wall.
(2) Use sibilant fricatives (e.g., "ssss," "shh") to activate abdominal movements.

Focus:
Monitor tension in shoulders and neck; all work should be done by abdominal muscles.

Exercise 4. Sibilant Fricatives with Connected Vowels 

Instructions:
Combine sibilant fricatives (e.g., "ssss," "shh") with different vowels.

Focus on moving air freely while shaping and placing sound into the breath stream.
Revisit it after improving in the first three exercises.
These exercises are designed to improve breath management, which is crucial for enhancing singing performance, including pitch, range, and style. 
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Design Vocal Artefact: Vocal Training for Gospel Melisma

The Gospel Melisma Vocal Training Guide enhances melismatic vocal abilities in gospel music. This structured resource is founded on primary research and a comprehensive literature review.

These exercises are divided into four sections, covering breath management, vocal agility, registration, and improvisation:

(1) Breath Management Exercises: Focus on sustaining phrases, enhancing stamina, and ensuring vocal health through breath control.
(2) Agility Exercises: Develop vocal accuracy and flexibility by exploring major, minor, pentatonic, and blues scales. 
(3) Registration Exercises: Learn to identify vocal registers and achieve seamless transitions, promoting balanced and controlled vocal tones.
(4) Considerations for Improvisation: Explore gospel improvisation, including crafting lyrics, rhythmic improvisation, and emotive vocal performance techniques.

ACCESS TO AUDIO SAMPLES: For audio samples of the exercises within this artefact. You can access these samples by scanning the QR code below or by visiting this link: http://bit.ly/vocalartefact. 
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Exercise 1: Three-Phase Breath Management Exercise; Inhale, Suspend, Exhale 
· Instructions: Inhale through the mouth for a specified count (e.g., 8 seconds).
· Suspend the breath by activating the abdominal muscles and obliques.
· Exhale using an "ssh" sound (e.g., "shh") evenly over a specified count.

Practice:
Start with an 8-second count, then progress to 10 seconds and 12 seconds. Aim to regularly practice and extend the duration over time.

Breath Management for Long Phrases 

Purpose: To enhance vocal stamina, enabling singers to sustain extended passages with control and expressiveness. This skill facilitates artistic interpretation and ensures singers can deliver compelling, emotionally resonant performances.

Exercise 2: ‘Oh, Jesus’
[image: ]
Figure 1: ‘Oh, Jesus’ exercise. For audio example please follow this link. 


[image: A sheet music with notes

Description automatically generated]Exercise 3: ‘Oh, Jesus’ Expansion
Figure 2: Phase 2 of ‘Oh, Jesus’ exercise develops multiple notes on a long phrase. For audio example please follow this link. 





Exercise 4: ‘Amen’ Long Phrases
[image: A diagram of a musical instrument
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Figure 3: ‘Amen’ exercise enabling singers to sustain extended passages. In addition to develop dynamics you can start p then crescendo to mf. For audio example please follow this link.

Exercise 5: ‘Amen’ Long Phrases
[image: A close-up of a music note
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Figure 4: Phase 2 of the ‘Amen’ exercise developing multiple notes on a long phrase. For audio example please follow this link.
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The following agility exercises are centred on melismatic passages within major, minor, pentatonic, and blues scales. These exercises serve to cultivate the skill of navigating and embellishing melismatic phrases with fluency. These exercises aim to broaden singers' creative and expressive ability for gospel vocal performance, fostering versatility across a range of scales.

Pentatonic Scales 
Practicing the major/minor pentatonic scale on vowels (a, e, i, o) serves to refine pitch accuracy, vowel clarity, vocal range, and breath control. This exercise enhances both vocal technique and musicality, enabling singers to convey lyrics effectively and expressively in their performances.

Exercise 6: ‘Major Pentatonic Scale – /a/e/
[image: A close-up of a musical note
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Figure 5: Developing vocal agility with major pentatonic scale and vowel variations. Begin by singing the scale comfortably, then incrementally increase the pitch by a semitone, repeating this process four times to expand your vocal range and flexibility. For audio example please follow this link.

[image: A sheet music with notes

Description automatically generated]Exercise 7: ‘Lord You are Holy’ 
Figure 6: Enhancing vocal agility with major pentatonic patterns and vowels. This exercise utilises major pentatonic patterns with vowel sounds and text to boost your agility. Begin by singing the scale comfortably, then gradually raise the pitch by a semitone. Repeat this sequence four times to broaden your vocal range and enhance flexibility. For audio example please follow this link.


Exercise 8: ‘Minor Pentatonic Scale’ 
[image: A musical note with a handle

Description automatically generated with medium confidence]
Figure 7:  This exercise employs minor pentatonic patterns along with vowel sounds to refine your agility. Start by singing the scale comfortably, then incrementally raise the pitch by a semitone. Reiterate this process two times to expand your vocal range and foster greater flexibility. For audio demonstrations, please follow this link.

Exercise 9: ‘Minor Pentatonic Riff’ 
[image: A close-up of a musical note
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Figure 8: Minor pentatonic riff patterns exercise utilises minor pentatonic riff patterns alongside vowel sounds to strengthen vocal agility and flexibility. Commence by singing the scale comfortably, gradually elevating the pitch by a semitone. Repeat this sequence four times to extend your vocal range and bolster your flexibility. For audio examples, please access the following link.

Exercise 10: ‘Mixolydian Scale’ 
[image: ]
Figure 9: Mixolydian scale with vowels sounds develop vocal agility and flexibility and aural skills. Start by singing the scale comfortably, gradually increasing the pitch by a semitone. Reiterate this process four times to expand your vocal range and fortify your flexibility. For audio examples, please access the following link.
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Description automatically generated]Exercise 11: ‘Mixolydian run’ 
Figure 10: Mixolydian run patterns with vowel sounds develop vocal agility and flexibility. Begin by comfortably singing the scale, then progressively raise the pitch by a semitone. Perform this sequence four times, distinct from previous exercises, to broaden your vocal range and enhance flexibility."
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Figure 11: Smooth Transition from Thin/Head to Thick/Chest Registers
This exercise focuses on developing transitioning between the thin/head and thick/chest vocal registers. 

Exercise 13: ‘Blues Scale Riff’  
[image: A close-up of a music note
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Figure 12: The "Blues Scale Riff" exercise for vocals helps singers improve their ability to sing blues scales and develop their vocal control and expression within the context of blues music.
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These exercises assist singers in developing the ability to navigate between their registers smoothly, ensuring a consistent and controlled vocal tone throughout their entire vocal range. 

Exercise 14: Hey You – Taken from (Robinson Martin, 2016) So you want to Sing Gospel?
[image: A music note with a half of the neck
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Figure: Begin with saying 'Hey! You!' with an exaggerated speaking voice. This exercise helps to identify the chest thick fold register. You can then sing Hey! You! on a note and move incrementally in pitch up a semitone 5 times. 


Exercise 15: You Are Worthy Lord  
[image: A close-up of a music note

Description automatically generated]
Figure 11: Registration for Thick Fold/ Chest voice. To identifying thick fold / chest register simply try speaking in a relatively loud, low-pitched voice, as if reprimanding someone in an assertive tone. 

Exercise 16: You Alone 
[image: A close-up of a music note

Description automatically generated]
Figure 12: Identifying Falsetto/Head Voice For falsetto/head voice, start on a relatively high but easily obtainable pitch. Start with some simple owl sounds and then say "You too?" imitating a "damsel in distress" sound.



Exercise 17: Smooth transitioning from thin/head to thick/Chest 

Figure 13: This exercise focuses on developing transitioning between the thin/head and thick/chest vocal registers. 
[image: A musical note with music notes

Description automatically generated with medium confidence]
Exercise 18: Registration Flip 
[image: A sheet music with notes

Description automatically generated]
Figure 14: The registration flip exercise helps singers develop smooth and controlled transitions between their chest and head voices, improving their vocal range and eliminating noticeable breaks in their voice.
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Improvisation

Example:  Rhythmic improvisation and phrasing exercise[image: A sheet music with notes and words

Description automatically generated]
Figure 15: This involves cultivating rhythmic improvisation and phrasing skills by instructing students to compose a brief set of personalised lyrics adaptable to various 5 or 6-note rhythmic patterns. The sole prerequisite for these lyrics is that they hold personal significance to the student during the lesson. As an illustration, the phrase " We thank you " may be employed to harmonise with melodic patterns encompassing 5 notes.


Example: Developing Aural Skills

Developing advanced ear training and emulation skills. Students are encouraged to engage in the following steps: Listen attentively to a segment of a melismatic pattern, such as the excerpt from Smokie Norful's rendition of "Still I Say Thank You." Familiarise themselves with the passage by listening repeatedly. Practice singing the phrase slowly and gradually increase the speed for improved proficiency.
[image: A sheet music with notes

Description automatically generated]
Figure 16: Taken from (Robinson-Martin, 2010)

Exercise 18: Improvision – Riffs and Runs 

Improvisation over a gospel chord progression 
Please listen to track 18 is a guide and then practice using instrumental on track 19. 

Fmaj 7 / E7#5#9 / Am7 / Gm9 / C13
Fmaj 9 / C/E D7 / Gm11

Instructions: 

Listen: Immerse yourself in the gospel chord progression to internalize its rhythm and feel.

Scale warm-up: Practice the relevant scales (major, pentatonic, blues) to get comfortable with the notes that fit the key.

Simple improvisation: Start with humming a basic melodic patten around the scale of F major Then gradually begin to try a riff and then a run, gradually increasing in complexity as you grow more confident.

Emotional connection: Use the emotive power of gospel to inject feeling into your improvisations, allowing your response to flow naturally.

Record and reflect: Capture your improvisation and critique it to identify strengths and areas for improvement.

Repeat: Keep practicing, introducing new variations and possibly lyrics as you progress.
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[image: A close-up of a music note
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Bends 	                         Neighbour notes                                                  Passing notes 
[image: A sheet music with notes
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                                                                   Turn                                               Tail


Bends - refers to a musical technique where a note is deliberately sung or played slightly off-key, typically by a semitone or less, for expressive effect. Often, the sound produced is marginally higher than the intended pitch.

Neighbour Tone - is a musical term that describes a note that is placed immediately above or below the target note.

Passing Note – is a passing note involves the introduction of one or two notes in a stepwise progression in the same direction, situated between two existing notes.

Turns – is a brief melodic pattern comprising at least five notes that are played within a two-beat duration. The sequence begins and concludes with the same note.

Tail - refers to a sequence of two to four notes appended to the conclusion of a musical phrase or just before a pause in the melody. This sequence progresses stepwise in a single direction, either ascending or descending.
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Google Drive, these audio files are your ste;iplng smne
and runs for gospel music.

This workout resource features exercises that help develop breath
management, agility, registration and improvisation.

Prepared by:
Lyanna Austin Vocal Studio
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Track 1: Three - Phase Breath Management
Exercise 1
o Posture: Start standing—think regal but relaxed
e Inhale with Intent: Draw breath through the mouth for an 8-count beat
¢ Hold the Moment: Suspend the breath with a soft touch—no tightening of the
neck or shoulders. Imagine your core muscles as the quiet audience, supporting
the breath's performance.
o Exhale with Ease: Let the air whisk away on an unvoiced/ voiced 'ssh’, keeping
time with your initial count.
» Build the Breath: You can increase the tempo and extend the inhale-exhale
count, enhancing your lung capacity for those long notes.

Track 2: 'Oh, Jesus' Melody

Exercise 2

Ensure you take a deep breath and establish a continuity of breath as you move
across this melodic phrase “oh, Jesus" keeping the exhalation breath steady.

Track 3: 'Oh, Jesus' Melody - Phase 2

Exercise 3

Expansion: Stretch your skills with a longer string of notes, adding complexity to
your breath.

Track 4: 'Amen' in Crescendo

Exercise 4

Take the 'Amen'’ to new heights with a dynamic swell from soft whispers to a
confident crescendo while maintaining strong vocal quality throughout.

Track 5: ‘Amen' Expansion

Exercise 5

Stretch your skills with a longer string of notes, adding complexity to your air
stream.
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Track 6: Major Pentatonic Scale

Exercise 6

Navigate the classic gospel scales rapidly, focusing on pure vowel sounds that
underpin technique and expression.

Track 7: ‘Lord You are Holy’ Agility Exercise

Exercise 7

Challenge your vocal range by climbing the major pentatonic with a
combination of vowels a,e, i, o and lyrics Lord You are Holy adding a layer of
pitch complexity to your scale practice.

Track 8: Minor Pentatonic Scale

Exercise 8

Explore the minor pentatonic scales, develop listening skills and focus on the
pure vowel sounds that support technique and expression.

Track 9: 'Yeah' Minor Pentatonic

Exercise 9

Explore the rapid movement on a yeah lyric. As you practice developing a run
down the minor pentatonic scale.

Track 10: Mixolydian Scales

Exercise 10

Improve pitch accuracy and modal recognition. The track includes ascending
and descending scale runs, aiding vocalists in mastering the unique flat seventh
interval characteristic of the Mixolydian mode.Familiarise yourself with the twists
and turns of different scales used in gospel improvisation.

Track 11: Mixolydian Run

Exercise 11

Familiarise yourself with the twists and turns of scales used in gospel to help
with agility and ear training.

Track 12: Blues Scale

Exercise 12

This scale enhances a singer's blues phrasing and improvisational skills. It guides
vocalists through the scale's flattened third, fifth, and seventh notes, for the
emotive and soulful sound of the blues genre.
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Track 11: Mixolydian Run

Exercise 11

Familiarise yourself with the twists and turns of different scales used in gospel to
help with agility and ear training.

Track 12: Blues Scale

Exercise 12

This scale enhances a singer's blues phrasing and improvisational skills. It guides
vocalists through the scale's flattened third, fifth, and seventh notes for the
emotive and soulful sound of the blues genre.

Track 13: Blues Riff

Exercise 13

Crafted to develop a singer's rhythmic feel and expression within the blues
scale. This scale, although it is used in the blues genres, is often used in gospel
music and is a great scale to help with improvisation.
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Track 14: You Are Worthy Lord - Chest Voice

Exercise 15

This exercise is focused on strengthening the chest voice for melismatic movements,
utilising a melodic pattern that encourages resonance and power in the lower vocal
registers. It's designed for singers to develop a chest voice's full-bodied sound for the
gospel sound.

Track 15: You Alone - Head Voice

Exercise 16

This exercise aims to refine the head voice, using a melodic sequence to promote
clarity and agility in melismatic movements in the upper vocal registers. It's tailored to
help singers achieve that bright but ethereal quality characteristic of gospel music.

Track 16: Ah - Transitioning

Exercise 17

This exercise uses vocal runs to facilitate smooth transitions between the upper and
lower vocal registers. It's designed to help singers achieve a unified and consistent
tone across their lower and upper register, essential for versatile gospel vocal
performances.

Track 17: Jesus You Are - Register Flip

Exercise 18

This exercise targets the control of the registration flip, using a specific gospel vocal
phrase that challenges the singer to switch between chest and head voices.
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Track 18 - Improvisation Exercise

Exercise 21

This exercise is an improvisation drill that inspires singers to create spontaneous riffs and
runs over a dynamic gospel chord progression. Start with a major scale, explore the

melodic movement, and create your version based on the chord progression.
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