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ABSTRACT 

Increasing demand for voice lessons in the contemporary commercial music (CCM) genre 

has been witnessed in recent years, with belting emerging as a prevalent technique amongst 

voice students and performers. The rising prominence of belting and CCM singing can be 

attributed to the increasing popularity of televised singing talent shows, musical series and 

films, and cover versions of popular songs on video sharing platforms. Additionally, 

classically-trained singers have begun seeking guidance on belting and other CCM 

techniques to remain relevant to professional voice performance in the changing 

employment landscape. This study seeks to solve the scarcity of educational resources on 

CCM belting singing to help voice instructors safely and effectively teach the techniques 

required for belting. The study focuses on the needs of singing teachers that have little 

knowledge of the belting technique and those trained in Western classical music. It also 

debunks the common misconception that belting is harmful to the voice, which leads to the 

hesitance among singing teachers to explore both CCM and belting as legitimate vocal styles. 

The study posits that the teaching guide will make vocal teachers more able to coach students 

interested in belting proper guidance, thus increasing the possibility that vocal teachers will 

meet the demand for CCM instruction. Because most of the belting resources available to 

date focus primarily on the physiological, perceptual, and acoustic aspects, this study 

provides practical guidance for vocal teachers regarding vocal exercises and strategies used 

in belt voice production, which is currently lacking. Hence, this study developed a 

comprehensive teaching guide for belting, including practical, evidence-based techniques 

and exercises. The teaching guide developed in this study is based on the Mixed Focus of 

Attention Principle (MFA) and presented using straightforward language, along with 

examples and illustrations to aid comprehension. The teaching guide expresses the 
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credibility of belting as a unique style of performance that requires non-classical vocal 

techniques. This study uses a single case study approach to explore, through semi-structured 

interviews and lesson observations, the perceptions of a singing teacher and her three 

students regarding the developed belting teaching guide and the application of the MFA in 

belting pedagogy. From the data collected in the study, it is concluded that the belting 

teaching guide was perceived as valuable by the teacher and the students. These conclusions 

make a new contribution to knowledge in voice pedagogy. They show that the developed 

belting teaching guide and the MFA are vastly beneficial to voice instructors seeking 

practical guidance to teach the belting style. 

 

Keywords: Belting singing, belting teaching guide, focus of attention principle, motor 

learning theory, voice pedagogy 
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Penggunaan Prinsip Mixed Focus of Attention Didalam Meneroka Persepsi Guru 
Vokal Terhadap Penggunaan Panduan Pengajaran Teknik Belting Untuk Penyanyi 

Novis 

ABSTRAK 

Sejak mutakhir ini terdapat peningkatan permintaan kepada pembelajaran vokal, dalam 

genre muzik komersil kontemporari atau contemporary commercial music (CCM) dan 

khususnya melalui penggunaan teknik belting. Populariti teknik nyanyian ini dikaitkan kesan 

dari wujudnya pelbagai rancangan termasuk program realiti, siri muzikal, lagu popular 

yang seterusnya dipaparkan di media sosial termasuk perkongsian video secara atas talian. 

Teknik nyanyian belting yang kian popular ini turut menarik perhatian, penyanyi yang telah 

dilatih melalui teknik nyanyian klasikal, serta teknik nyanyian contemporary commercial 

music (CCM) lain. Kajian ini berhasrat untuk menyelesaikan permasalahan antaranya, 

kekurangan sumber pendidikan dan bahan rujukan berkaitan dengan nyanyian teknik 

belting. Justeru itu, kajian ini berhasrat untuk membekalkan satu bahan rujukan serta 

panduan pengajaran teknik belting yang lebih jitu, khususnya untuk tenaga pengajar teknik 

ini. Ini sekaligus akan memperbaiki tanggapan yang tidak benar berkaitan dengan kesan 

negatif kepada peti suara yang dialami oleh penyanyi, kesan dari pengunaan teknik vokal 

ini. Kebanyakan rujukan yang dikaitkan dengan teknik ini, seringkali mengutamakan 

perspektif fisiologi, persepsi dan akustik. Sehubungan dengan itu, sebagai nilai tambah, 

pendekatan yang pratikal dalam penyelidikan ini, turut memperkenalkan strategi latihan. 

Ianya turut disusun secara lebih komprehesif, dan disokong dengan pengetahuan dari 

perspektif saintifik. Penyelidik menggunakan pendekatan panduan Mixed Focus of 

Attention (MFA) didalam menghasilkan rujukan ini yang turut disertakan dengan illustrasi 

dan contoh supaya ianya mudah difahami. Ini sekaligus akan membantu tenaga pengajar 

yang berminat untuk menggunakan rujukan ini sebagai panduan mengajar. Peserta-peserta 
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dalam kajian ini menunjukkan bahawa panduan pengajaran belting yang dihasilkan 

menggunakan prinsip Mixed Focus of Attention (MFA) adalah bermanfaat kepada 

pengajar vokal yang memerlukan bimbingan praktikal untuk mengajar nyanyian belting dan 

juga sebagai rujukan pada masa hadapan. Kajian ini telah menghasilkan satu panduan 

pengajaran nyanyian teknik belting menggunakan prinsip Mixed Focus of Attention (MFA) 

seterusnya memberi satu pengalaman baharu kepada bidang ilmu pedagogi vokal.  

 

Kata kunci: Pedagogi belting, pedagogi vokal, prinsip Mixed Focus of Attention, teknik 

nyanyi, teori pembelajaran motor 
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CHAPTER 1  
 
 

INTRODUCTION 

1.1 General Introduction 

This research aims to explore the singing teacher's perceptions of applying the 

current study's belting teaching guide in training belting singing. This chapter provides an 

overview of the research background, statement of problem, research questions, research 

objectives, rationale of the study, significance of the study, purpose of the study, 

methodology, research scope, limitation, definition of terms, and organisation of the thesis. 

1.2 Research Background 

The last couple of years have witnessed a rise in demand for vocal training in 

Contemporary Commercial Music 1  (CCM) singing, particularly involving the belting 

technique (LoVetri & Weekly, 2003, 2009; LoVetri, 2008). This is an increase that can, to 

an extent, be attributed to several factors: the emergence and popularity of televised talent 

shows such as American Idol, Britain’s Got Talent, The Voice, Asia’s Got Talent, The 

Masked Singer, as well as musical films and series, such as High School Musical, Soy Luna, 

Glee, and Pitch Perfect. More performers are inspired by the proliferation of successful cover 

 
1 The term ‘contemporary commercial music’ (CCM) was coined in 2000 by Jeannette 

LoVetri. It denotes all CCM styles as a genre equal to but different from classical styles. The 

CCM styles include music theatre, jazz, rock, pop, gospel, R&B, country, folk, rap, 

alternative, and others (LoVetri, 2008). 
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chart songs on video-sharing platforms, such as Youku and YouTube. These performers 

realise that CCM belting singing makes it possible for singers to attain fame and build 

successful careers and following. Also, classical singers, choral society singers and 

professional choirs, music students, those who perform in opera houses, and a host of other 

types of performers embracing the pop style are looking to acquire specific techniques like 

belting.  

The trajectory of the history of the belting technique is followed by Jennings (2014) 

and LeBornge and Rosenberg (2021). These scholars provide a historical perspective of 

CCM and belting singing styles. They also explain how these styles have evolved and 

developed into approachable singing skills widely sought by vocalists. The same researchers 

support the view that one of the factors that have made CCM and belting singing popular 

has been the emergence and growing popularity of talent shows, bringing these singing styles 

into mainstream culture. Jennings (2014) has investigated musical theatre’s historical view 

and cultural changes from late 19th to the 21st Century. She concludes that the theatre and 

commercial music genres have influenced the art of belting singing technique. Jennings 

(2014) also proposed that the belting technique is one of the vocal techniques that have 

witnessed a proliferation in demand in the 21st Century. This rapid spike in demand can be 

attributed to the reality that singers whose skill is restricted to classical music are starting to 

realise that they are often at a disadvantage regarding opportunities in the job market.  

Even though there has been a proliferation of demand for CCM, including belting, 

there has not been a corresponding increase in the number of instructors in the area. This has 

resulted in a significant shortage of educational resources. Such a situation represents what 

one can describe as a hangover period from the peak of classical singing. This was when 
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most resources were concentrated on classical singing, to the detriment of other less 

traditional techniques such as belting. The resulting training bias heavily leaning towards 

classical singing leads to instructors applying this particular technique in all areas they are 

involved in. Bartlett (2010) proposes that this scenario reflects a ‘one-size-fits-all approach’, 

based on an excessive focus on the classical styles of the Western tradition. Moreover, this 

is an attitude that makes vocal teachers portray classical singing as archetypal and not simply 

as one of many different vocal techniques. This is a view also acknowledged by LoVetri and 

Weekly (2003), whose study concluded that many vocal teachers perceive classical 

techniques and CCM as similar. The same scholars add that these vocal teachers assume that 

classical singing is the only appropriate solution to any singing problem, regardless of genre. 

A more detailed discussion on the LoVetri and Weekly (2003) study is on page 11 of this 

thesis. 

In the prevailing pop scene, characterised by changing circumstances and increasing 

interest in CCM, and the demand for belting singing technique, the traditional Western 

classical singing is gradually losing relevance. This is a view supported by several scholars 

who note that teachers trained in classical music may find themselves at a disadvantage when 

training belting techniques due to lack of expertise (LoVetri & Weekly, 2003; Jennings, 

2014; Ward-Steinman, 2017). When teachers lack the requisite training, learners may find 

themselves at a disadvantage as they will lack the resources they need to progress in their 

singing within the contemporary setting. This calls for teachers to broaden their horizons 

and keep abreast of modern trends. This is a view also acknowledged by Edwin (2001, 2008) 

and Ward-Steinman (2017), who suggest that teachers need to re-educate themselves to 

provide their students with a more nuanced repertoire. This is especially crucial if one 

considers that belting is now recognised as a legitimate singing style, making it crucial for 
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vocal teachers to start offering adequate guidance, particularly pedagogy on belting technical 

works, its artistic aspects, and vocal health factors (Edwin, 2007). 

1.3 Statement of Problem 

In contemporary times, many performers are hired to sing CCM. To perform using 

the appropriate style and avoid injuries, these vocalists require training. However, as has 

been noted above, most vocal teachers have limited CCM training, which implies that they 

have limited capacity to sufficiently help singers develop vocal skills required in the 

competitive music industry, as was noted earlier by LoVetri and Weekly (2003, 2009) (see 

discussions on page 11 and 12).  

It has also been noted that there are significant differences between CCM singing 

techniques (belting) and other classical singing techniques in light of training, technique, 

vocal performance demands, and voice production (Echternach et al., 2014). Succinctly, 

Chandler (2014, p.36) noted that: 

Many singing teachers are classically trained and oriented. Classical teaching 

 methods were designed for singing classical repertoire, so aspects of it do not 

 automatically apply to non-classical styles of singing. There are many fundamental 

 differences between classical and contemporary singing. 

Notwithstanding the view above, many teachers continue to deny the necessity of 

learning CCM sound production. Such teachers believe in a one size fits all principle, leading 

them to impose traditional classical techniques on their students (Bartlett, 2014). This view 

that one size fits all is debunked by Bartlett (2010) and Scearce (2016), who note that the 
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notion that a singer who can sing classical music can sing anything is misleading and does 

not meet the demands of the modern commercial music industry. 

Regarding vocal health, applying inappropriate singing techniques to CCM singing 

styles may eventually lead to vocal problems, such as scratching of the vocal folds and throat 

pain (Estill, 1980). This is why Edwin (2000) suggests that teachers unwilling to get training 

in the CCM singing styles may harm more than good. 

Many belting technique researchers have mainly focused on its acoustic, 

physiological, and perceptual aspects (Estill, 1980; Lebon, 1986; Estill, 1988; Miles & 

Hollien, 1990; Schutte & Miller, 1993; Bevan, 1989; LoVetri, Lesh & Woo, 1999; Edwin, 

2004; Balog, 2005; McCoy, 2007; Nair, 2007; Popeil, 2007; Tucker, 2009; Bourne & 

Garnier, 2010; Sundberg et al., 2012; Bozeman, 2013; Echternach et al., 2014; Bourne, 

Garnier, Samson, 2016; Hoch, 2016; McGlashan et al., 2016; Steinhauer, Klimek & Estill, 

2017). This has led to a lack of literature on belting pedagogy. With limited belting teaching 

resources, singing teachers may turn to inadequate teaching methods that cause vocal issues 

or rely on internet-based material and platforms. Online belting instructional materials and 

resources, including YouTube, vlogs, and blogs, are either non-related to fact-based research 

vocal teaching or create more confusion about the belting singing technique (Tan, 2020). 

Suppose one considers that vocal pedagogy is training the muscles involved in vocal 

production. In such circumstance, it becomes clear that voice users should know how to 

condition the voice muscles in particular ways to make the biological changes for creating 

the desired voice production (Saxon & Schneider, 1995). However, a review of the literature 

in this field reveals that the subject has received little research attention. Where studies are 

available in the application of Focus of Attention Principle (FAP) training, they are primarily 
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conducted in the Western context (see Literature Review). Also, even though some of the 

studies concluded that the application of External Focus of Attention (EFA) had positive 

results in voice production, the participants in the studies were trained singers. On the other 

hand, some researchers suggested using Internal Focus of Attention (IFA) in training singers 

(see Literature Review). By and large, the implementation of FAP principles in teaching 

CCM singing techniques such as belting singing for novice singing teachers and singers is 

overlooked. 

Generally, it is posited that the repertoire of teaching belting guidelines is woefully 

inadequate. To deal with this gap left by voice researchers and educators, a training method 

based on FAP principles for belting among singing teachers is required, primarily for singing 

teachers who have only a rudimentary understanding of belting pedagogy. 

1.4 Research Questions 

To meet the present study’s objectives, the following central questions were 

formulated:  

i. What are the singing teacher’s perceptions of using the teaching guide  

  developed in the present study in training CCM belting singing?  

ii. What are the singing teacher’s perceptions of using the MFA principle in  

  teaching CCM belting singing?  

iii. What are the singing teacher’s views on the contributions of the teaching  

  guide developed in this study to music pedagogy?  

iv. What impact does the use of the teaching guide have on novice belting  

  learners? 
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1.5 Research Objectives 

This objective of the study is to explore a singing teacher’s perceptions of applying 

the current study’s belting teaching guide in training CCM belting singing. The present study 

is conducted to resolve issues revolving around vocal teachers who lack sufficient skills or 

adequate experience to offer guidance on the widely-sought belting technique. It also 

explores the singing teacher’s views regarding the belting exercises and strategies developed 

based on motor learning theory – Mixed Focus of Attention Principle (MFA) (see Definition 

of Terms). The present study also aims to formulate a set of basic guidelines for vocal 

teachers to follow based on the research outcomes within the contemporary vocal science 

domain and in motor learning theory. 

The objectives of this study are listed below:  

i.  To explore the singing teacher's perceptions of applying the current  

  study's belting teaching guide in training CCM belting singing. 

ii.  To explore the singing teacher’s perceptions of employing the MFA principle 

  in the teaching of CCM belting singing. 

iii.  To investigate the singing teacher’s views on the contributions of the teaching 

  guide developed in this study to music pedagogy. 

iv.  To investigate the effect that employing the belting teaching guide has on  

  novice belting learners. 
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1.6 Rationale of the Study  

It has already been noted that the proliferation of talent competitions is changing the 

music scene, weakening the stronghold that classical singing has enjoyed in the past. As the 

classical technique weakens, other methods like belting are becoming stronger. This is a 

view also acknowledged by O’Connor (2015), who adds that even though the judges in vocal 

competitions may themselves lack vocal knowledge, they inspire these budding singers to 

believe that robust and bigger voices will make them stand out and provide them with a 

higher possibility to win the competition. 

The inspiration to research the area of belting singing came about after this researcher 

met several voice performers and workshop participants seeking training in the belting 

technique in Europe and Asia (see Appendix 3). It is within this context that belting 

pedagogy appeared to be an interesting topic area to investigate. Most of the participants that 

the researcher interacted with did not seem to have a coherent understanding of the belting 

technique, the categories into which it can be classified, the resonators and laryngeal position 

used, and the risk factors of the technique. Even though a lot of energy has been used in 

discussing the belting technique, it still looks like there is a shortage of information regarding 

the development of strategies and exercises for belting, particularly a set of practical teaching 

guidelines for teachers trained in classical singing techniques, but interested in teaching this 

aspect of CCM singing. 

The majority of dominant singers in the recording industry belong in the CCM 

category (Bartlett, 2014; IFPI, 2019; MRC, 2020, 2021). In her own doctoral research study, 

Bartlett (2014) concluded that CCM vocal artists encompass a wide range of non-classical 

vocal styles, including pop, rock, country, R&B, dance, rap, jazz, musical theatre, and 
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numerous associated sub-styles, such as house, heavy metal, soft and hard rock, grunge, 

swing, and Latin. She classified CCM styles based on accent, chord progressions, 

instrumentations, phrasing, rhythmic accents, rhythmic patterns, studio effects, vocabulary, 

vocal effects, and voice tones. 

The conclusion that CCM vocal artists are dominating the industry is supported by 

The International Federation of the Phonographic Industry (IFPI) (2019) and the Nielsen 

Reports/MRC-Data (NR) (2020, 2021). The NR show that the CCM style dominates the 

current music industry (see Appendix 4 and Appendix 5). Similarly, the IFPI reports that the 

top two music genres in the global top ten are pop and rock (see Appendix 6). This shows 

that CCM styles lead in terms of popularity in the music industry. This could be accredited 

to the growing demand for contemporary singing styles like belting. To show the influence 

of CCM styles in current times, the Super Vocal (sheng ru ren xin [声入人心]) competition, 

which attempted to focus on classical singing, was forced to add the CCM genre in the reality 

show due to low levels of interest and viewership (‘Lian Kou Bei Nie Tian’, 2018; ‘Sheng 

Ru Ren Xin’, 2018). This could be read as a strong indication that audiences are more 

interested in CCM. Therefore, vocal education and training need to respond to this interest 

to remain relevant in the industry. 

Suppose the industry is to respond to the needs of the contemporary music setting, 

as depicted by the IFPI (2019) and NR (2020, 2021). In this instance, it is vital to gain 

comprehensive insights into CCM techniques like belting. From these insights, vocal 

teachers who lack expertise in teaching the production of belt sound can access practical 

instructional tools to help their students gain knowledge on its various aspects. This view is 

supported by McCoy (2016), who suggested that changing the music scene should be seen 
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as a cue that curricula need to be revamped. As a voice professor and director of the Swank 

Voice Laboratory at the Ohio State University, McCoy (2016) realised that the demand for 

learning the belting technique is high. Also, as a voice expert trained in Western classical 

voice, he notes that he was initially reluctant to teach belting singing. He would later realise 

the importance of teaching the technique when he noticed his students’ rising demand for it. 

This led to McCoy (2016) suggesting that vocal teachers in higher institutions who received 

Western classical training should embrace and include diversity and current forms of singing 

styles, guiding voice learners to the technical skills required in non-classical genres. It can 

be inferred that this view acknowledges the reality that Western classical and belting singing 

techniques need different pedagogical skills. Thus, the changing world of music should 

incorporate curricula adapted to meet the expectations and demands of the real world, which 

calls for skills in both CCM and classical genres and techniques. 

Some Western classically trained singing teachers are wary of the belting technique 

because they believe it could damage the voice and introduce undesirable singing habits. 

However, this could be a result of limited knowledge and comprehension regarding the 

belting technique. This is a perspective also acknowledged by Spivey (2008), who studied 

various belting singing techniques. From his research, Spivey (2008) divided the discourse 

into the belting voice into two categories: one group perceives belting as a harmful 

technique, and the other sees it as a helpful method that can equip singers with contemporary 

skills. Spivey (2008) accredits the views of Western classical voice teachers who consider 

belting as a damaging technique to an incorrect understanding of the technique. To support 

this view, Spivey (2008), p. 607) says, ‘…classicists maintain that belting is a style of forced 

declamation in which the chest voice mechanism is taken upward, beyond its normal 

frequency limits, without mixing or changing voice qualities.’ (p. 607).  
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Spivey (2008) suggests that the paradigm shift among Western-trained vocal teachers 

will occur once such teachers have opened themselves fully to the possibility that there is a 

need for a technique that can be used to create a safe belt voice and change negative views 

on belt singing. This is a suggestion also shared by voice expert Doscher (1994), who 

mentions that many classically-trained vocal teachers have very little or no knowledge about 

the mechanics of generating the belt sound, leading to them dismissing those interested in 

this area. The same scholar shares Spivey’s (2008) view that the negative reputation 

connected to belting is probably a result of the formal vocal training that many Western 

classical vocal educators obtained. In light of this point of view, LoVetri and Weekly (2003) 

conclude that most singers wishing to master the CCM technique and other alternative styles 

fail to gain assistance from most colleges and universities. 

Research shows that most singing teachers have little professional experience and 

little formal training in CCM vocal pedagogy, including belting singing techniques. For 

instance, LoVetri and Weekly (2003) conducted a survey focusing on singing teachers and 

their training, education, and experience with and methods of teaching CCM, including 

belting singing. The study involved singing teachers at colleges, universities, conservatories, 

and private studios, both nationally and internationally. The researchers did not provide any 

information regarding the nationalities of the participants. The same researchers concluded 

that despite the presence of vocal pedagogy for classical singing in many schools and 

universities, the same educational institutions offered limited CCM vocal pedagogy. The 

same study concluded that about 85% of those responsible for teaching CCM music theatre 

did not have professional training in the area. Many of the vocal teachers in LoVetri and 

Weekly (2003) assumed that there were not many differences between CCM and Western 
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classical singing. However, these teachers also indicated a strong desire for reliable training 

in CCM styles. This desire shows the need for understanding new teaching approaches.  

LoVetri and Weekly (2009) would later conduct another survey between 2005 and 

2007. The second survey had a similar aim to the previous study by the same authors. It 

involved private voice studio singing teachers and college singing teachers from the United 

States and other countries worldwide. The data from the study revealed a significant number 

of teachers teaching CCM at colleges and universities who did not have proper training or 

experience to teach the subject. The survey results also indicated that these teachers did not 

seem to be able to adjust to the growing demand for teachers with expertise in both classical 

and non-classical styles. Even though some individuals had received training with a 

recognised authority in the field of CCM, such individuals were very few. The same 

researchers also mention that those singing teachers who are only trained in classical vocal 

techniques admitted that they had no idea how to sing a music piece using any other style. 

Consequently, many teachers remain conflicted between the two disciplines – classical and 

CCM – and consider belting an unhealthy sound production. 

The conclusions drawn by LoVetri and Weekly (2009) provide an answer to the 

question of why some teachers at institutions of higher learning are reluctant to allow 

learners to perform belting in their vocal training classes, besides refusing to allow students 

to use the belting technique during entrance auditions. Apart from the feeling among these 

teachers that the belting technique is unsafe, insufficient pedagogy training, especially where 

non-Western classical singing and belting are concerned, could make teachers could feel 

uncomfortable with the assortment of techniques their students are interested in. This is a 

view supported by LoVetri and Weekly (2009), who report that only 50% of singing teachers 
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taught belting singing. The researchers suggest that the other half may be debilitated by the 

fear that belting may result in injuries and interfere with aesthetic values. Added to this, they 

note that teachers may be lacking the resources and techniques to teach the skill.  

Bartlett and Naismith (2020) describe the study by LoVetri and Weekly (2009) as 

one of the frequently cited studies by scholars addressing why a large number of voice 

teachers have little or no experience of CCM training in CCM styles. This introduces the 

question of ethical practice around the standards of current CCM teaching, especially the 

safe production of belt voice style-driven vocal effects. Thus, employing the belting teaching 

guide developed in this present study may help dispel misconceptions surrounding the 

belting technique and provides vocal teachers, particularly classically-trained vocal teachers, 

valuable information on this often-neglected singing style. 

An analysis of most studies shows that they depict the physiological, acoustic, and 

perceptual aspects of belting (see Literature Review). Only a few studies explore practical 

guidance with exploratory strategies and vocal exercises for classical singing, specially 

designed for teachers. This is coupled with a lack of investigation from the pedagogical 

stance on teaching belting and its instructional tools (see Literature Review). Edwin (1998a) 

believes that the time spent arguing about whether belting is a legitimate use of voice, would 

rather be spent considering ‘how can we most effectively and efficiently teach the belting 

style of singing.’ In the same vein, Bartlett (2010) and Bartlett and Naismith (2020) suggest 

an absence of instructional material on this issue. Bartlett and Naismith (2020) arrived at this 

conclusion following their study involving semi-structured interviews with nine leading 

international CCM voice pedagogues. All interviewees claimed that they were self-trained 

in CCM singing, given the lack of any structured CCM training available to them across the 
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duration of their vocal studies. The same singing teachers also indicated that personal 

performance experiences guided their individual pedagogic approaches, observations of 

successful CCM performers/recording artists, and an ongoing investigation of past and 

current voice science research. Moreover, all singing teachers mentioned that they came to 

teach CCM styles somewhat serendipitously—typically in response to student demand. All 

of them claimed to have developed their CCM pedagogic model based primarily on 

individual student needs. The teachers who took part in the survey also indicated that they 

rely on their own innate musicality, knowledge of the repertoire, and a trial and error 

approach to develop their CCM teaching skills. 

In the Bartlett and Naismith (2020) study, the teachers agreed with regard to the need 

for authenticity across the broad range of CCM styles. They all agreed to the need for 

literature catering to the specific demand for the uniqueness of CCM sound, individual 

artistic expression, and vocal freedom. In a summary of their conclusions, Bartlett and 

Naismith (2020) mention that a lack of any formal, systemic CCM, including belting 

educational model, has placed the onus on teachers to be self-resourceful, inquiring, and 

adaptive in developing appropriate and style-relevant CCM training for their CCM students 

with little assistance from traditional sources. 

Some studies support the conclusion that there is a plethora of information on training 

classical voice, but the same cannot be said about the belt voice. This is a view supported by 

LeBorgne and Rosenberg (2021) following a literature review of several studies, including 

Estill (1988), Sullivan (1989), Boardman (1992), Edwin (1998a; 1988b), LeBorgne et al. 

(2010). The present study’s literature review chapter has more comprehensive information 

regarding the demand for belting instructional materials than LeBorgne and Rosenberg 
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(2021). Based on the studies cited above, the exploratory strategies and voice techniques, 

which are central to this study, bridge the gap between knowing belting and teaching the 

technique.  

It is generally accepted that vocal pedagogy is about training the muscles involved 

in vocal production (Saxon & Schneider, 1995; Saxon & Berry, 2009). Therefore, theories 

pertaining to the teaching of feeling, focusing on sensations, and controlling muscles 

involved in voice production during learning were considered appropriate in developing the 

belting teaching guide in this study. The guide represents what teaching and learning should 

look like with the application of these principles or theories. 

Muscles feeling, control, and focus of attention lie in the domain of motor learning 

(Steinhauer et al, 2017; Crocco & Meyer, 2021). Motor learning denotes a category of 

processes linked with practice or experience, leading to relatively permanent changes in the 

capability for movement. This area of study focuses on acquiring skilled movements 

resulting from practice (Bergan, 2010; Schmidt & Lee, 2020).  

The present study applied MFA principles in developing the belting teaching 

exercises. As noted from the literature review, some studies have conducted on FAP (see 

Definition of Terms) used in voice teaching. Nonetheless, the majority of these studies 

focusing on Western classical singers, contained contradictive information and applied either 

one aspect of FAP, such as using External Focus of Attention (EFA) or Internal Focus of 

Attention (IFA) (see Definition of Terms). Others used well-trained singers as subjects of 

the studies, without any concern whether the FAP principles were useful for novice singing 

teachers and singers. 
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Aware of the reality that most available studies focus on classical singers and the 

knowledge gap that this creates, some scholars conducting recent studies, like Atkins (2017), 

Crocco et al. (2020), and Treinkman (2020, 2021) suggest that studies on FAP should be 

conducted in the field of vocal pedagogy and on non-classical singers or CCM singers (see 

Literature Review). This is a suggestion embraced by the present study, whose participant is 

a beginner singing teacher of CCM belting and novice singers in the same technique and 

covers CCM vocal pedagogy and CCM novice singers (see Literature Review). The present 

study will explore the perceptions of the singing teacher with regards to the developed 

belting teaching guide. The study will also explore these teacher’s perceptions regarding the 

MFA principles in CCM belting pedagogy to make a new contribution to knowledge in the 

field of voice pedagogy. 

1.7 Significance of the Study 

This study contributes to the realm of voice pedagogy. According to a study of the 

literature, the bulk of current belting research studies concentrate on physiological, auditory, 

and perceptual components. However, the increase in this research is not complemented by 

the development of additional belting instructional materials that include voice science 

findings. Previous research made no mention of belting pedagogy, leaving this facet of voice 

instruction untouched. In other words, there is a dearth of research on teaching belting and 

its instructional materials from a pedagogical perspective. Investigating these issues is 

important because singing teachers need to be sufficiently informed on how to teach belting 

singing based on reputable voice science facts in order to meet the growing demand for CCM 

singing and belting. This study bridges the divide between knowledge of voice science and 

the art of belting singing in the training of vocalists. 
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With the popularity of belting singing growing, this study is important for singing 

teachers inexperienced with teaching CCM belting singing skills. By providing an 

introductory and practical belting teaching guideline for singing teachers with little or no 

experience teaching belting technique, this study contributes to the corpus of knowledge. 

Using this primer, vocal educators can gauge the efficacy of various technical skills and 

teaching approaches for the art of belting singing. 

In addition, this study builds on previous research on the Focus of Attention Principle 

(FAP). It expands on the concept of motor learning theory by concentrating on FAP, 

specifically, the Mixed Focus of Attention Principle (MFA) that is used to teach CCM 

belting singing. This study extends the FAP by addressing the inadequacies of current 

literature on FAP applied in training CCM belting singing. This study investigates the effect 

of the instructional cues based on MFA on training novice CCM belters. Additionally, this 

study includes practical exercises that conform to the MFA principle and emphasizes the 

need for warm-up and cool-down activities, or ‘beltercise.’ The application of the MFA 

principle in conjunction with the External Focus of Attention (EFA) and Internal Focus of 

Attention (IFA) principles demonstrates that implementing the MFA principle is beneficial 

for singing teachers while teaching belting singing. This research represents a significant 

shift in pedagogical approaches to teaching belting and singing – transforming teaching 

concepts such as teacher-centric to student-centric, teaching voice myths to fact-based voice 

pedagogy, and encouraging singing teachers to switch from teaching dependent to teaching 

independent learning, guiding learners in making the belt voice production independently. 

This study expands, enhances, and builds on the FAP in the field of Motor Learning Theory 

by including the MFA principle in the process of teaching belting singing. Furthermore, the 

discussion on beltercise in this study enables singing teachers to understand that the objective 
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of vocal warm-up is to prepare the voice instrument for the demands of the intended vocal 

task, thus explaining why standard warm-up exercises may be irrelevant for the vocal 

settings and mental effort required for belting. These features benefit singing teachers 

because they enable them to understand both the theory and practice of teaching belting, 

allowing them to teach and demonstrate to learners how to create the belt voice production. 

Numerous false assumptions and preconceptions about belting were addressed in this 

study, empowering singing teachers with proper and evidence-based belting pedagogy. This 

is crucial since many singing teachers lack proper training in the CCM belting technique, 

with many wrongly believing that belting is harmful to the voice. Singing teachers who 

possess the requisite expertise can aid learners interested in belting in developing their belt 

voice effectively. The teaching guide in this study discusses several issues while supporting 

teachers in straying from Western classical instructional strategies and technical skills with 

which they may have been educated and are most familiar with. This study enables singing 

teachers to exactly describe the voice mechanism and voice qualities involved in teaching 

and making belt voice production, which is crucial for extreme vocal styles such as belting. 

To aid singing teachers in discerning the precise techniques used in Western classical singing 

and CCM belting singing, this study's teaching guide offers a comparison chart of the two 

performance styles. It assists singing teachers in recognizing that belting is not a destructive 

or dangerous style of singing, but rather a separate type of performance that necessitates its 

own set of best practices and techniques. This alleviates singing teachers' customary anxiety 

about vocal injury associated with belting. The belting teaching guide in this study assists 

singing teachers in finding successful belting singing teaching tactics, such as understanding 

what to teach and how to teach belting singing. As a consequence, the likelihood of acquiring 

a voice injury as a result of poor technique can be minimized. 
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1.8 Purpose of Study 

To adequately address the basic need for training healthy and authentic delivery of 

CCM belting singing, it is vital to have a broad understanding of how CCM belting 

techniques work. This can cater to the growing demand for CCM singing styles as classical 

voice singers wish to broaden their singing abilities to suit these contemporary times. The 

outcomes of this study offer vocal teachers the general knowledge of belting singing and 

knowledge of FAP and how to apply these principles, particularly MFA principles in 

teaching belting techniques. 

The primary doctrines in developing the belt sound, such as body posture, laryngeal 

configuration, voice registers, tonal quality, and resonator shape, align with the sources of 

modern vocals that substantially benefit teachers. Studies conducted by voice researchers 

conclude that belting singing differs from Western classical singing (see Literature Review 

for detailed discussion). A teaching guide based on this information and FAP helps singing 

teachers to understand elements linked to voice muscles, including voice qualities and 

articulators involved in producing the belt voice. Using these insights, voice teachers can 

apply the FAP and appropriate technical skills in teaching belters. Such guides and insights 

broaden their teaching skills more practically, enabling them to attain their desired outcomes 

easily. The guidelines developed in the present study, both practical and theoretical, will 

show classical teachers that the CCM singing technique is neither foreign nor harmful but 

one to be embraced. The guide allows teachers to expand their scope to teach the belting 

technique to their students. This understanding is bolstered by diagrams included to offer a 

more comprehensive belting pedagogy. 
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 Only a handful of studies have elaborated the specific techniques for obtaining belt 

voice production. The discussions in the available studies mainly revolve around the concept 

of belting, the variance between belting and other vocal sounds, and comparisons of classical 

singing with belting singing techniques (see Literature Review). However, the pedagogical 

aspects of how to do it and teach it, mainly related to FAP principles, have generally been 

overlooked. 

1.9 Methodology 

One of the main components of academic research is a selection of the methodology. 

Costley et al. (2010) identify two dominant research paradigms in social science: positivist 

and interpretivist. The present study will follow the interpretivist paradigm. This is a 

paradigm based on the assumption that social and physical realities are experienced 

differently by different individuals (Stuart et al., 2015). This model perceives the 

construction of knowledge as happening within a setting that considers varying perspectives, 

ensuring that an individual’s versions of the truth are acknowledged. Consequently, the 

interpretivist paradigm does not view knowledge as an element concerned with 

generalisations. The present study embraces the interpretivist paradigm intending to gain an 

in-depth comprehension of the feelings, thoughts, and methods at play when singing teachers 

learn, explore, and experience the belting technique. It would not have been possible to 

employ the positivist paradigm to meet these objectives because it is a paradigm that relies 

on a single reality. 

The specific method employed by this study is the qualitative single-case study 

research approach. Creswell (2009, p. 13) defines a case study as ‘a strategy of inquiry in 

which the researcher explores in depth a program, event, activity, process, or one or more 
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individuals.’ It is posited that the case study is the most appropriate method for the present 

study because the researcher wanted to examine the finer details of the case being studied, 

exploring the perceptions of a singing teacher about the teaching guide used in an actual 

teaching setting. This is what Gustafsson (2017) calls having a deep comprehension of the 

subject being explored.  

Generally, the present study is composed of two phases. The first phase involved the 

development of the belting teaching guide. In this phase, collecting data started with a 

thorough literature review to collect data from prior studies. The research process later 

amalgamated multiple data collection methods, including interviews, conversations, and 

feedback to ensure the reliability of study outcomes (Padak & Padak, 1994; McNiff & 

Whitehead, 2010). Open-ended questions were used in this phase of the study. Throughout 

the development of the teaching guide, two voice experts were required to provide 

suggestions and feedback to improve the content of the teaching guide. This formative 

evaluation enabled the assessment of the belting singing teaching guide’s applicability. This 

made it possible to improve the guide before implementation (Smith & Ragan, 1999). Before 

analysis, the data was sorted, analysed, and interpreted. When the feedback was received 

from the selected experts, the guide was revised. 

The second phase involved exploring the perception of the singing teacher’s 

regarding the teaching guide. The collection of data in this phase used methods that included 

interviews, observations, and reflective journals. The researcher employed strategies for 

respondent validation or member check, triangulation of data, prolonged engagement, and 

audit trails to increase the trustworthiness of the study’s findings (Salkind, 2011; Creswell 

& Creswell, 2018). 
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1.10 Scope of Research 

The main scope of this study is to investigate how a singing teacher perceives the 

belting teaching guide of the current study as it applies to training CCM belting singing. The 

belting teaching guide comprises technical exercises and strategies developed based on the 

MFA principle, a principle that lies in the domain of motor learning theory. The research 

seeks to explore a singing teacher’s perceptions and gain a deeper understanding of the 

experiences of the singing teacher in utilizing the teaching guide on teaching the belting 

singing technique. This study precisely seeks to comprehend the singing teacher’s thoughts, 

feelings, explorations, and learning processes in light of teaching belting singing. Thus, the 

following scopes are listed and taken into account during the development process. 

i. The focus of the study is to explore a singing teacher's perceptions and views 

 of the teaching guide as performed on a small group of participants. The case study 

 approach used in this study guides the researcher in exploring the singing teacher's 

 and students' perspectives on implementing the MFA principle in teaching and 

 learning belt voice production, providing the researcher with additional depth and 

 detail about the participants' perspectives on implementing the teaching guide in 

 actual teaching situations. 

ii. This study consists of approaches related to two phases based on the aims of 

 the study. The first phase involves developing and evaluating the content in the 

 belting teaching guide. In order to link voice science and motor learning theory to 

 voice practice, the teaching guide will be developed based on three primary areas. 

 The development of the teaching guide is centered on (a) the fact-based information 

 about belt voice production; (b) the exercises, strategies, and beltercise that adhere 
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 to the MFA principle; and (c) the structure of the teaching guide, which is related to 

 cognitive load theory. In addition, the first phase entails an evaluation of the teaching 

 guide. Two Danish voice experts with at least 20 years of voice teaching experience 

 in CCM singing evaluate the instructional materials. The second phase involves the 

 investigation of the participants’ perceptions of the belting teaching guide. 

 Specifically, the study focuses (a) on exploring the singing teacher’s perceptions of 

 using the teaching guide developed in the first phase of the present study in training 

 CCM belting singing; (b) on investigating the singing teacher’s perceptions of using 

 the MFA principle in teaching CCM belting singing; (c) on the singing teacher's 

 perspectives on the contributions of the teaching guide developed in this study to the 

 field of voice pedagogy; and (d) on investigating the effect that the usage of the 

 teaching guide has on novice belting learners. In this phase, the study focuses on 

 collecting data from participants who are willing to learn belting teaching and singing 

 methods despite having limited knowledge. 

iii.  The study covers belting singing technique. Belting is a style of singing that 

 is associated with a high-intensity type of voice output. The highly energetic sounds 

 in the high pitch range necessitate additional vocal care and pedagogical abilities 

 associated with belt voice training. As a result, singing teachers should understand 

 how to teach the belting singing style in order to minimize the risk of voice injury 

 and to appreciate that belting requires a unique set of technical skills. 

iv.  The study focuses on learners with fully developed and healthy voices. This 

 research excludes students who have had vocal damage or have voice problems. Due 

 to the fact that belting singing requires a high level of vocal production, students who 
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 have incurred voice injuries should first consult with voice therapists or specialists 

 for a voice examination. This research does not address the issue of training voice 

 users with voice difficulties. 

v. The teaching guide in this study includes exercises on training male belters. 

 This is  to assist female singing teachers in dealing with the challenges they may face 

 when teaching male learners.  

1.11 Limitation of the Study 

Like all other academic studies, this study also has its limitations. One of these 

limitations is that the formative evaluations involved only two voice experts. Added to this, 

the case study involved only one teacher and three learners. Consequently, the sample was 

small, something considered a limitation. However, Qu and Dumay (2011) have mentioned 

that conducting a qualitative study with a small sample is possible. This view is supported 

by Ortiz (2016), who adds that a small sample can still produce significant outcomes. 

Regarding the generalizability of the study’s findings, the literature shows that non-

probability sampling enables researchers to make logical, analytic, or theoretical 

generalisations from a given sample. Where non-probability sampling is used, a small 

sample size can be adequate to support the generalizability of a study’s findings. 

Another element that needs to be addressed in the present study is bias proficiency. 

The teachers selected for the formative evaluation have experience in CCM singing, hence 

are familiar with the relevant technical exercises. It is important to emphasise that belting 

and other CCM styles are at the infancy stage for many singing teachers in voice training, 

such as the case in this study. To deal with any issues that may emanate from this reality, the 

voice experts involved in the formative evaluation were reminded that the teaching guide 
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focused on singing teachers with minimal knowledge in CCM vocal pedagogy. Thus, 

complicated voice science terms, exercises, and strategies were explained to help with 

understanding. 

This study’s insights may not apply to choral directors working with the choirs or 

acapella singers, mainly because the focus of the study is on individual lessons. For this 

reason, future studies may explore belt production strategies applicable to choral settings, 

especially if one considers the volumes at which choir singers have to perform. Furthermore, 

this study did not focus on the different stylistic approaches, as these can be highly 

individual. Instead, the study focused on the technical aspect of voice training to help vocal 

teachers provide a safe and practical guide to their belting students. 

Finally, the present study focused exclusively on singers with fully developed voices. 

It excluded young and adolescent singers (voices which are in a fragile and transitional state), 

older adults (voices can be weaker and breathier), or those experiencing challenges with their 

voices. These are areas that future studies may assess, especially if one considers the rising 

popularity of CCM styles among young and elderly singers (encouraged by television 

programs, such as The Voice Kids, Kids Got Talent, and Let’s Sing Kids (Zhong Guo Xin 

Sheng Dai [中国新声代]) and The Voice Senior. 

1.12 Definition of Terms 

The terminologies of this study are defined as follows: 

Belters – Vocalists who belt. 

Beltercise – Warm-up and cool-down exercises for belters. 
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Belting – A term frequently used by non-classical vocalists. It refers to a strong and 

powerful voice production.  

Belt-Mix – A combination of head and chest voice registers. More emphasis is given 

to the chest voice production in a higher range. 

Biāo Gāo Yīn [飙高音] – This term can be translated as ‘soaring to the high notes,’ 

and it refers to a type of vocal production that is similar to belting. 

Chest Voice – This term is commonly used by voice pedagogues, choir conductors 

and singers to represent the pitches found in the lower voice register. As outlined above, 

chest voice refers to the use of the TA muscles in voice production, with the activation of 

the TA muscles resulting in shorter, thicker vocal folds that produce sounds of a lower pitch. 

Additionally, the term ‘chest voice’ reflects the ability of some singers to feel the vibration 

of the sympathetic vocal folds in the chest when producing lower tones in the lower register. 

Chest voice is the preferred form of voice production in CCM performance, particularly in 

the case of belting.  

Contemporary Commercial Music (CCM) – A term refers to non-classical vocal 

genre such as musical theatre, pop, jazz, rock, gospel, world music, country, R&B, and blues. 

Diaphragm – A large, dome-shaped muscle that separates the thorax from the 

abdominal cavity.  

External Focus of Attention Principle (EFA) – Directs the performers or learners 

to pay attention to the movement’s effect, goal, or result and avoids direct mention of the 

body. There is no mention of the body and the movement’s result in EFA. The EFA element 

may employ analogies or images. In teaching and learning singing, EFA instructional cues 
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are such as ‘sing like Sam Smith’, ‘fill the concert hall with sound’, ‘sing through the room’, 

‘project the tone’.  

Fact-Based Voice Pedagogy – Teaching voice with science information. It rejects 

the teaching of inaccurate voice information such as ‘sing from your diaphragm’, ‘think of 

yawning to make the voice brighter’.  

Focus of Attention Principle (FAP) – FAP is a subset of the motor learning field 

which is related to the instructional cues given to performers and learners of where to place 

their attention during learning and performing. In teaching and learning singing FAP is about 

teaching vocalists where to place their attention when they learn new technical skills and 

performing vocal tasks. There are two types of FAP: External Focus of Attention and Internal 

Focus of Attention. 

Head Voice – This term is commonly used by voice pedagogues, choir conductors 

and singers to represent the pitches found in the upper voice register. The term ‘head voice’ 

refers to the use of the CT muscles in voice production, with the activation of the CT muscles 

resulting in longer, thinner vocal folds that produce sounds of a higher pitch. The term relates 

to the ability to feel sympathetic vocal fold vibration in the head region when producing 

higher tones in the upper register. Whilst chest voice is preferred in CCM and belting 

singing, head voice is the preferred form of voice production in Western classical singing. 

Internal Focus of Attention Principle (IFA) – Directs the performers or learners to 

concentrate on the body, body movements, muscles, coordination of body muscles and 

movement in a specific part of the body. Examples of IFA instructional cues used in teaching 

and learning singing are such as ‘lift the back of the tongue and keep the tongue in that high 

and forwarded posture’, ‘raise your sternum’. 
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Mixed Focus of Attention Principle (MFA) – Combines EFA and IFA principles 

to teach voice performers. Examples of MFA instructional cues used in teaching and learning 

singing are such as ‘make the effort of keeping your body aligned like a king/queen’, ‘when 

you sing the vowel /i/ spread your mouth’. 

One-Size-Fits-All – Employing a single teaching strategy to address all vocal 

difficulties or to teach different vocal skills and styles. Singing teachers who use Western 

classical singing technique to teach all non-classical singing styles is an example. A common 

one-size-fits-all instructional cue is ‘if you know how to sing classical, you will be able to 

sing everything’. 

Sing into the Mask – A term which is related to the concept of placing the singing 

tone on the zygomatic and nasal regions of the face.  

Twang – Twang is linked to the bright, loud, and brassy type of voice production.  

Yell-Like Belt – Yell-like belt can be described as a kind of voice quality which is 

mostly observed in non-classical singing styles. It is often heard in a lot of the ethnic music 

sung in different parts of the world. It is also a common feature of daily activities such as 

when children play, diners call for the attention of a waiter.  

Vocal Myths – Misconceptions about voice mechanism and voice production. Vocal 

myths include instructions such as ‘you need more air to belt’ and ‘sing from your 

diaphragm’. 

1.13 Organisation of Thesis 

 This chapter provides an overview of the study's design. Chapter 2 includes an in-

depth review of the physiological features of belting, belting pedagogy, and motor learning 
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theory. The literature study offered in this chapter tries to address the gap in current 

knowledge concerning belting singing and FAP. This chapter's discussion lays the 

groundwork for building a practical teaching guide for teachers to teach belting singing. 

Chapter 3 provides a systematic description of the methodology framework used to conduct 

this study in detail. This chapter discusses the strategies used by the researcher to accomplish 

the study's objectives and answer the research questions. Chapter 4 summarizes the findings 

of the study, highlighting the singing teacher's and learners' teaching and learning 

experiences. This chapter summarizes the formative assessment results and conclusions from 

all of the methodologies and activities outlined in Chapter 3's methodology section, as well 

as the data analysis performed in this chapter, which were utilized to develop and collect the 

research study's data. Chapter 5 summarizes the responses with reference to the research 

questions. It sums up the data gathered through interviews, observations, and reflective 

journals about Singing Teacher A's and learners’ perceptions of the belting teaching guide. 

This chapter also concludes the study by reiterating the research question and recommending 

the use of the belting teaching guide in this study to educate belting learners. Additionally, 

this chapter proposes future research on educating learners in various CCM vocal genres, 

like country singing, jazz performance, hard rock distortion, heavy metal screaming, and 

growling. 

1.14 Conclusion 

This chapter begins by giving the necessary background information about this 

research. The researcher identifies key issues in the problem statement, research questions, 

research objectives, rationale of the study, significance of the study, purpose of the study, 

methodology, scope of research, research limits, and definitions of terms. The next chapters 
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give a review of the literature, describe the methodology used, present the findings, and 

discuss them in relation to the research questions. 

. 
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CHAPTER 2  
 
 

LITERATURE REVIEW 

2.1 Overview 

As belting grows in popularity as a style of singing, it has been met with some 

controversy. For instance, scholars like Miles and Hollien (1990), Craig (2003), Spivey 

(2008), Jennings (2014), and Moore (2016) emphasise the negative aspects of the singing 

style, raising concern about how it affects vocal health. These scholars point out that 

classically trained teachers see belting as damaging the voice, which subsequently negatively 

impacts an individual’s voice quality over time. Even though vast research energy has been 

used for exploring classical singing techniques, very few studies have assessed belting 

singing and its related methods comprehensively (Ragsdale, 2004; Bourne & Garnier, 2010; 

Bartlett & Naismith, 2020). Therefore, it can be posited that the negative perceptions about 

belting among classically trained vocal teachers are potentially speculative. This is a view 

supported by LeBorgne et al. (2010) and LeBorgne and Rosenberg (2014). They propose 

that it is vital to have a deeper understanding with regards to belting through in-depth 

investigation. The literature review presented in this chapter aims to address the gap in 

current knowledge concerning belting singing. The extensive discussion in this chapter 

explores the definitions of belting as a vocal technique and examines belting in terms of its 

physiological aspects (e.g., laryngeal position, breath support, use of chest voice, body 

alignment, and head and neck postures) and practical instructional tools applicable to teach 

belting. The chapter also addresses the risk factors linked with the belting technique in light 

of vocal health. The discussion presented in this chapter provides a foundation for 

developing a practical teaching framework for belting students. 
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2.2 Belting Definitions 

In Western vocal performance, belting is associated with a powerful and emotional 

speech-like form of CCM singing. However, this is not a uniquely Western technique, as 

similar approaches can be observed across the globe. For example, in China, Hong Kong, 

Malaysia, and Taiwan, CCM singers embrace the biāo gāo yīn [飙高音] technique. This can 

be translated to soaring to the high notes, which involves a voice production similar to 

belting. This speech-like voice quality exists in other music genres like Avaz (Persia), Cante 

Jondo (Andalusia), Dikir Barat (Malaysia), Fado (Portugal), Kecak (Indonesia), and 

Nasheed (Islamic nations). Numerous researchers have explored this extensive use of belting 

in pop and folk music across different countries and cultures (see Estill, 1988; Thurman & 

Feit, 2000; Wells & Hansen, 2006). In a related study, Estill (1988) drew similarities 

between belting and bustling environmental sounds of daily life, such as vocalisation of 

babies, stock market traders, market stall workers, and children in playgrounds.  

Even though the points above provide an idea of the character of belting, with regards 

to voice production, it has not been easy for vocal teachers and scholars to agree on a 

standard definition of belting singing. This is a view also acknowledged by Popeil (2007), 

who asserts that emotional expression varies extensively between countries and cultures, 

coupled with varying terms employed to define what Western cultures refer to as belting. 

Popeil (2007) identifies five broad belting techniques: heavy belt, twangy belt, nasal belt, 

brassy belt, and speech-like belt (Popeil, 2007). On the other hand, Estill (1988) believes 

that there is only one type of belting, related to yelling or yell-like belt. Harris and Chalfin 

(2018) use different categories to categorise belting: pop/rock belting, musical theatre 

belting, and gospel/heavy metal belting. All the other scholars who believe that there are 

different belting techniques also recognise that there are several types of belting that share 
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similar belt quality with different terms; for example, the ‘yell-like’ belting recognised by 

Estill (1988) is called ‘overdrive’ by Sadolin (2008), a Danish voice researcher (Harris & 

Chalfin, 2018).  

Benson (2020) conducted a recent study to find out how voice pedagogues defined 

belting singing. As part of the study, she invited 17 voice pedagogues and requested them to 

define belting singing. The answers she received matched her expectation that the definition 

of belting varied widely. For example, 94% of the respondents provided different definitions 

even though similar. Thus, it can be posited that coming up with a coherent definition that 

speaks to different cultures and nationalities is impossible.  

The general lack of agreement with regards to how belting can be defined is 

confirmed by the literature. Many researchers (see Miles & Hollien, 1990; Balog, 2005; 

LeBorgne & Rosenberg, 2014) propose that belting definitions are as different as the 

perceptions on the use of belting itself. Because a clear definition does not exist, it is a 

challenge to reach an agreement on the use of belting (Ragsdale, 2004). Some have said it is 

easier to identify belting by hearing it than through a conceptual definition (Miles & Hollien, 

1990). Therefore, it is posited that the definitions of belting used in practice are highly 

subjective (Hall, 2006). 

Even though getting a coherent definition of belting is currently not possible, scholars 

seem to agree on specific characteristics of the concept (Estill, 1988; Miles & Hollien, 1990; 

Thurman & Feit, 2000; McCoy, 2004; Wells & Hansen, 2006; Edwin, 2007; White, 2011; 

Bozeman, 2013; Echternach, Popeil, Traser, Wienhausen & Richter, 2014; Bourne & Kenny, 

2015; Hallqvist, Lã & Sundberg, 2016; Hoch, 2016; McGlashan, Thuesen & Sadolin, 2016; 
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Roll, 2016; Caffier, Nasr, Mar Ropero Rendon, Wienhausen, Forbes, Seidner & Nawka, 

2017). These characteristics are listed below:  

i. Powerful and loud 

ii. Usually produced in CCM repertoire 

iii. Optional nasality 

iv. Optional twangy sound 

v. Optional vibrato  

vi. The laryngeal position is high, while the vocal tract is short 

vii. The closed quotient is longer 

viii. Lower flow of air 

2.3 Perceptual Features of Belting 

Even though academics have different perceptions regarding the techniques and risks 

of belting, many scholars agree on belting sounds (Boardman, 1987; Spivey, 2008). Most 

academics and practitioners agree that belting denotes the bright, loud, dramatic, and strong 

voice production (Boardman, 1987; Spivey, 2008) (Appendix 39). Boardman (1987) 

suggests that the belt voice’s piercing and bright nature can carry text and vocal tone over 

an orchestra. Some have defined belting as a twangy, brassy, high, shouting-like sound often 

used in gospel and rock music (Estill, 1980; 1988). In an attempt to define belting, Estill 

(1988) draws some similarities between the technique and Fado, a music genre from 

Portugal. Different scholars have used several terms in their description of belting in popular 
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CCM songs: loud, twangy, bright, driving, aggressive, assertive, vibrant, high, and tight 

(Bevan, 1989; Edwin, 1998b; Edwin (2004).  

Out of all the terms used to describe belting, bright, brassy, and twangy are the most 

popular (Balog, 2005; Tucker, 2009). Popeil (2007) (as cited in Tucker, 2009) associated 

belting with the voice of Broadway singer and actress Ethel Merman. The same author 

believes that the rise of belting can be credited to Merman’s brassy belt voice. To bring her 

point home, Popeil (2007) refers to the performance of ‘Everything’s coming up roses,’ 

which she says exemplifies Merman’s confident, ringy, nasal, and brassy form of belting. 

The phrase ‘yell-like’ used when Popeil (2007) referring to belting is in keeping with the 

descriptions provided by other scholars (Estill, 1980; 1988). Intriguingly, Popeil (2007) 

emphasises a broad range of emotions by noting that these emotions cannot be totally 

represented within a precise arrangement of belting. Rather, the same scholar argues that the 

specific aspects of an individual’s character expose different forms of belting: inclusive of 

nasal, brassy, twangy, speech-like, and heavy belting. In the same vein, Sundberg et al. 

(2012) describe belting as yelling and shouting in a loud voice, adding that as belting 

becomes more popular, different forms of belting have emerged, including brassy, heavy, 

speech-like, and ringy. The same author adds that the belting styles used in CCM are applied 

in musical theatre, where every character is expressed with a distinct type of belt. 

A study by Lebon (1986) focused on belt production among 15 female singers and 

described the belting voice as an edgy, earthy, aggressive, powerful, intense, and masculine-

like form of singing. The same author claimed that the demand for belting in CCM has been 

strong since the 1980s when the study was conducted. Following a more recent study, Hoch 

(2016) described belting as a belt-like brassy singing related to non-classical singing. 
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Thurman and Feit (2000) also conducted a study that led them to conclude that when 

appropriately produced, belting is brassy, bright, emotional, loud, and powerful, even though 

its tone quality is not pressed-edgy. For Bozeman (2013), belting is clear, emotional, 

energetic, and powerful yell-like singing, which calls for the singer to exhibit a high degree 

of expressive skill. The guidelines proposed in this study are based on the views of the 

scholars mentioned above regarding the belting skill. In the same way as any other singing 

skill, belting can be taught when the correct techniques are implemented. The techniques 

involved in belting singing are discussed in the teaching guide (see Appendix 42). 

Belting’s loud quality is a characteristic that many scholars and educators agree on. 

For instance, researchers like Caffier et al. (2017) associate the high-register, intense, and 

powerful speech-like sound with belting. In the same vein, Miles and Hollien (1990) note 

that belting is linked to a characteristically loud kind of singing. On the other hand, 

Steinhauer et al. (2017) describe belting as shouting singing. In keeping with the definitions 

shown in literature, in terms of its loudness, belting is associated with relatively harsh, bright, 

tense, and animated sound (Schutte & Miller, 1993). 

2.4 Physiological Features of Belting 

Even though there is a comparatively high degree of agreement regarding belting 

characteristics, the same cannot be said about the physiological attributes involved in 

generating the belt sound among CCM researchers and educators. This section will discuss 

the physiological factors involved in belting, including the mouth, jaw, tongue postures; 

body posture; head posture; and breathing. 
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2.4.1 Laryngeal Position 

The elevation of the larynx in belting singing was reported in early studies conducted 

during the 1980s (Estill, 1980, 1988). The bright quality of belting is maintained by keeping 

the pharynx small and the larynx high (Estill, 1988). Similar assertions are found in later 

research, suggesting that belting singing demands the first formant to be aligned with the 

second harmonic in female singers, thus requiring a high laryngeal position (Shutte & Miller, 

1993). Other contemporary scholars concur with the need for an elevated larynx to generate 

belt sound (Sundberg et al., 1993; Harris & Chalfin, 2018). A study that measured laryngeal 

position during belting verified that singers always maintained a high larynx upon producing 

belting sound (Echternach et al., 2014; McGlashan et al., 2016).  

Even though the idea for laryngeal elevation is based on the studies in the paragraph 

above, McCoy (2007) contests this point in arguing that belting does not require a raised 

larynx. While Estill’s (1988) findings in support of laryngeal elevation were based on 

electromyographic (EMG) data, McCoy’s (2007) assertion that laryngeal elevation is not 

required for belting was based on electroglottograph (EGG) data. McCoy (2016) would later 

change his position and agree that laryngeal elevation is needed for belting and similar voice 

production styles.  

Popeil (1999) conducted a qualitative experimental study using herself as the subject. 

The study used both belting and classical pieces to examine the connection between 

laryngeal position (thyroid and cricoid cartilages) and voice production. Data were collected 

using magnetic resonance imaging (MRI) and videofluoroscopy (VFS) while Popeil (1999) 

was performing. Results show that the larynx appeared to be elevated during belting. 

However, Popeil (1999) contradicted her own findings by claiming that the widening of 
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pharyngeal space and the lowering of the larynx generated a powerful belting sound with a 

lower potential for voice damage. This perspective contradicts the conclusion that belting 

requires laryngeal elevation.  

Regarding the differences between classical singing and belting, many scholars have 

investigated the connection between the laryngeal position and belting. Following a study, 

Sullivan (1989) concluded that the laryngeal posture was slightly more elevated in belting 

than in classical performance. It has also been noted that classical singers usually have 

challenges when trying to produce the belt voice, primarily because they tend to maintain a 

lower laryngeal position due to their classical training (Edwin, 1998b). Lowering of the 

larynx is one of the main issues raised concerning belting and vocal health. Estill (1980) also 

acknowledged this view and concluded that a vocalist might face difficulties in producing 

belt voice if Western classical singing techniques are used. Nair (2007) agrees and adds that 

the widening of pharyngeal and lowering of laryngeal taught in classical signing are 

unsuitable for CCM singing and belting, as the latter requires different techniques. 

Therefore, CCM singers, who typically adopt an elevated laryngeal posture, should not be 

expected to perform classical pieces using the same strategies used for belting. On the other 

hand, classical singers, who typically adopt a lowered laryngeal posture, should not be 

expected to perform contemporary music using classical techniques (Nair, 2007).  

Even though Nair’s (2007) argument should not be dismissed offhand, there is still 

no consensus in the literature regarding the larynx elevation as certain researchers have 

observed a lower laryngeal position during belting (LoVetri et al., 1999). However, such 

findings have been criticised. For example, Ragsdale (2004) argues that the subjects in the 
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LoVetri et al. (1999) study may have already developed the skill to produce low-tension and 

high-quality voice via professional voice training.  

In a recent article exploring safe belt production, Luttrell (2014) proposes that 

classical techniques should be applied in belting to prevent vocal damage. The same author 

adds that performers are more likely to feel at ease when belting if they use classical 

techniques. This type of reasoning seems to be potentially misinformed and problematic 

because Luttrell (2014) dismisses the role of the laryngeal position. Even though the same 

author advises that performers need to be taught to raise the soft palate by imagining an 

orange in their throat, following this advice is likely to lower the larynx and open the throat 

in a yawn-like manner, increasing the pharyngeal space. Writing about these techniques, 

Nair (2007) concluded that they result in classical voice production, characterised by the 

lowered larynx, widened pharynx, and elevated soft palate. In agreement with Nair (2007), 

Miller (2008) sees the idea of imagining a round object such as an orange in the throat to 

increase the space in the pharyngeal wall as an ineffective singing technique because belt 

production needs the vocal space to be narrowed.  

Stability of the larynx is a concept strongly advocated for by Riggs (1992), a voice 

educator. The same educator is well-known for establishing the widely adopted Speech 

Level Singing voice training framework. According to Wicks (2019), Riggs (1992) proposes 

that voice training should teach performers to maintain the larynx in a comparatively fixed 

position. However, the fixed laryngeal position advocated by Riggs (1992) is not acceptable 

in belt production because studies done recently have concluded that a flexible and moveable 

larynx is required during the vocal performance, meaning that the laryngeal position cannot 

be kept fixed during belting production (Kayes, 2004; Malde, Allen, & Zeller, 2013). Also, 
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it is generally accepted that singers can achieve different pitches by elevating and lowering 

their larynx accordingly, whereby it is challenging for vocalists to reach higher notes with a 

fixed and lowered larynx (Hass, 2013). It is also vital to note that the most emotional belt 

production is attained at the highest notes. Hence, to achieve the most straightforward yet 

most powerful belting sound, performers should be free to raise their larynx as they move 

up to the belt notes. Keeping the larynx in a fixed and low position while attempting powerful 

belting at high notes imposes not only unnecessary voice challenges but is also detrimental 

to singers. 

The laryngeal elevation is crucial for belting due to acoustic advantage (see Figure 

2.1). Belt voice quality enhances with laryngeal position, as it elevates formant frequencies. 

This is a view also acknowledged by Stark (2008) who says, that in both male and female 

singers, belting happens when the chest voice is transmitted beyond the point where it would 

generally change registers, at around E4 (330 Hz). This is the point at which the singer 

elevates the larynx, elevating F1 to follow H2. The vowels are not darkened in such a 

situation, as would be the case in covered singing. 

To attain the characteristic bright sound in belt production, the vocal tract will need 

to be shortened, which is achieved through the elevation of the larynx. This makes it 

impossible to attain a high-quality belt sound if the larynx is in a fixed position. Similarly, 

narrowing of the pharyngeal and spreading of the mouth are depicted in the literature 

concerning belting production. During belting, the performer must engage the entire body 

more than is required in classical performance (Edwin, 1998b). 
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Figure 2.1: High Larynx Posture 

 

2.4.2 Mouth, Jaw and Tongue Postures 

Mouth posture is a significant factor in the achievement of the bright and brassy 

belting sound. Edwin (1998b, 2004, and 2007) suggested that belters could attain a richer 

vocal timbre by embracing a forwarded tongue position (see Figure 2.2) and an expansive 

mouth posture (see Figure 2.3). The same author emphasizes the importance of spreading 

the mouth wide to produce bright speech-like characteristics of belting singing. Classical 

singers generally benefit from a more vertical mouth posture (see Figure 2.4), wider pharynx, 

and lower larynx (see Figure 2.5). However, the opposite approach should be adopted to 

achieve a rich vocal timbre with a complete vowel and consonant expression in belting. In 

this regard, Edwin (2007) suggests that if the mouth posture is expressed in the form of a 

compass, classical singing would be represented by the north and south positions, whilst east 

and west positions would depict belting. 
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Figure 2.2: Forwarded Tongue Posture 

 

Figure 2.3: Horizontal Mouth Posture 

 

Figure 2.4: Vertical Mouth Posture 
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Figure 2.5: Low Larynx Posture 

 

In a manner comparable to that of Edwin (2007), Titze et al. (2011) describe the 

belting mouth posture as a mouth that takes the shape of a megaphone, meaning that the 

mouth is wide open with no attempt being made to make the pharynx or back of the mouth 

wider. These voice researchers conducted a study attempting to explain the source-vocal 

tract interaction in Western classical singers and belters. They show how some vocalists in 

the study sought specific vocal tract shapes to reinforce the sound source for their chosen 

singing styles. The same study used videos of Eden Espinosa, Idina Menzel, and Ethel 

Merman to represent belting singing. In contrast, videos from Natalie Dessay, Renee 

Fleming, Mado Robin and Joan Sutherland represented the Western opera singers. Three-

dimensional magnetic resonance imaging (MRI) was used to obtain the vocal tract area 

functions. Titze et al. (2011) concluded that belters opened their mouths wide, raised their 

larynx, and narrowed their pharynx to sustain a high first formant. The same researchers also 

observed that belters raise the first formant as high as possible with a mouth shaped like a 
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megaphone. In contrast, an inverted megaphone mouth shape in Western opera singing was 

identified.  

The variances between the mouth postures used by classical singers and CCM 

belters, which include narrower pharyngeal space, laryngeal elevation, and a wide-spread lip 

posture, appear to be linked with greater belting production (Titze, Maxfield, & Walker, 

2016). Belting is supported by forming a megaphone-like mouth posture (wide-spread lips 

and shorter pharyngeal space), whereas operatic singing is supported by forming a reverse-

megaphone mouth posture; tighter at the lips and larger space near the throat (Titze et al., 

2011; 2016).  

The perspectives put forward by Titze et al. (2011; 2016) regarding the relationship 

between mouth posture and vocal timbre are shared by other scholars. For instance, 

Steinhauer et al. (2017) suggested that puckering the mouth like a fish or creating a trumpet 

shape can result in a darker vocal tone due to elongation of the vocal tract while spreading 

the lips creates a brighter tone due to shortening of the vocal tract. Hence, brighter vocal 

production is associated with widening the lips, which implies that a wide-spread mouth 

posture is beneficial for belters since belting is related to bright sound production. Indeed, 

many CCM singers tend to stretch their lips when belting as they apply this technique. As 

noted in the literature, rock and pop singers regularly adopt the wide-mouth posture when 

producing their powerful and high belt mix sounds (LoVetri et al., 2014). In a similar vein, 

Balog (2005) described the correlation between belting and mouth posture, asserting that 

belting ‘is not achieved by straining or tensing the throat, or pressing the vocal folds,’ but ‘a 

more horizontally open mouth position is required.’ (p. 402). 
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The round, full, and dark timbre of classical singing is neither lost nor adopted in 

bright, speech-like belting. By elevating the larynx, reducing the pharynx, and spreading the 

mouth wider than is required for classical performance, belt voice can be attained effectively 

(Bozeman, 2013). This perspective, referred to in other studies as laryngeal elevation, is 

characterised by the spread of lips, and vocal tract shortening that enables singers to produce 

a bright belt sound (LeBorgne & Rosenberg, 2014; Saldias et al., 2018). 

The consensus on mouth posture is mainly that the horizontal spreading of the mouth 

facilitates belting. At the same time, fuller and darker tones of classical singing are better 

produced with an alternative mouth posture. The concept of ‘belt mouth,’ proposed by 

Sullivan (1989), is premised on the idea that effective belt production requires a trumpet-

like mouth shape. The singer’s upper and lower teeth should be visible during belting, while 

the lips should be protruded forward (Sullivan, 1989). Sullivan’s guidance on mouth posture 

seems to contradict the fundamental principles of acoustics and departs from the evidence-

based voice instruction. While a dark sound can be produced by elongating the vocal tract, 

a darker sound can be generated by protruding or lengthening the lips, further elongating the 

vocal tract. Here, Sullivan’s ‘belt mouth’ theory contradicts the nature of belting, which is 

characteristically bright. However, the bright sound produced by belting was noted in an 

earlier study by the same author (Sullivan, 1985). Therefore, voice students learning to belt 

might find these instructions confusing while attempting to produce a bright sound with 

protruded trumpet-like mouth posture. 

It has been broadly accepted that belt production requires a singer to raise the larynx 

and spread lips in generating a brighter sound. Some voice researchers, such as Titze (2007), 

reported that raising the tongue can brighten the belt tone production. In addition, Bourne 
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and Garnier (2010) pointed out that a high larynx posture and forwarded tongue position are 

characteristics of belting singing. This notion is echoed in another study by Honda and Estill 

(1986), who studied pitch control in six voice qualities with electromyography (EMG). They 

examined the extrinsic laryngeal muscular activities involved in speaking voice quality or 

speech, falsetto, low larynx voice quality, twang, Western opera voice quality, and belting. 

The EMG recorded levator veli palatini (Levator palati), palatopharyngeus, middle 

sternothyroid, and the vocalis. Honda and Estill (1986) reported that the contraction of the 

genioglossus posterior (the tongue) increased the size of the oropharynx (the space in the 

back of the mouth), and the widening space contributes to darker voice tone production with 

Western classical singing. This study shows that a low tongue posture is not associated with 

the bright tone involved in belting. In a similar vein, Estill (1988) cited in Klimek et al. 

(2010) stated it is not beneficial to lower the larynx or tongue during belting and that belting 

demands a small vocal tract with an elevated larynx and raised tongue. Scholars such as 

Miles and Hollien (1990), Doscher (1994), and LoVetri et al. (1999) concurred that a forward 

positioning of the tongue supports effective belt production. Singers who reach a high pitch 

by elevating the larynx and lowering the tongue position can prevent the larynx from rising, 

thus interfering with the singer’s ability to produce higher notes during belting (Hass, 2013). 

This is crucial since the upper vocal range enables a singer to perform the most dramatic and 

emotionally impactful belting styles.  

Vocal timbre can be impacted in numerous ways by manipulating the vocal tract. 

Voice performers tend to produce specific sounds using various tongue and mouth postures, 

along with laryngeal movement. One technique that can be applied to change the length of 

the vocal tract is by altering the jaw position. In accordance with the literature and the 

researcher’s personal observations as a vocal teacher, it is evident that the jaw position has 
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been largely overlooked in voice training and research work. Studies that address jaw 

position appear to be unclear or lack credibility. The focus in most studies, pertaining to 

voice, is only on the larynx, mouth, and tongue as the physiological aspects of belting. Since 

the articulatory structure of belting is influenced only slightly by jaw position (Chapman, 

2006), the researcher asserts that jaw position should be embedded into teaching guidelines 

for belting. This argument is based on several points raised in the literature, where belt 

production is related to lowering of the jaw (Titze, 2007), wide opening of the jaw (Sundberg 

et al., 1993), and avoiding a forward-jutting jaw (Sullivan, 1985). Nonetheless, these studies 

only briefly mentioned the role of the jaw in belting and pedagogical advice for teaching the 

ideal jaw position in belting. It has been suggested that belters should maintain a neutral jaw 

position similar to a normal biting position to achieve a high belt or other desired voice 

quality (Steinhauer et al., 2017). 

The impact of jaw position on the larynx stems from the relationship between the 

jaw and the muscles surrounding the hyoid bone. Suppose one considers that the larynx is 

lowered when the jaw is also low. In that case, the argument supporting the idea of lowering 

the jaw during belting, as suggested by Titze (2007) and LeBorgne and Rosenberg (2014), 

could be erroneous. From the literature, it can be noted that female singers can lower their 

jaw when performing classical music, which is characterised by a darker sound than belting 

(Joliveau, Smith, & Wolfe, 2004). Conclusions from a recent study indicate that lowering 

the jaw may result in reduced voice resonance because of the lowered tongue and larynx, 

resulting in a warmer and darker vocal tone (Steinhauer et al., 2017). 

Considering the points presented in this section, it is clear that achieving the bright 

sound associated with belting requires singers to use a neutral jaw position where the tongue 
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is in a forward position, the larynx raised, and the lips spread (see discussion from Titze, 

Worley and Story on page 64 and the study from Honda and Estill on page 67 of this thesis). 

If techniques that oppose this approach are used, the result may be a darker sound associated 

with classical performance. This could make it challenging for singers to attain the belting 

quality desired. 

2.4.3 Body Posture 

CCM and classical vocal teachers and researchers place a significant emphasis on 

the need to balance. For this reason, it is important to focus on body posture and alignment 

during voice training. Students are also encouraged to practice body work exercise regularly 

at home to ensure better vocal health and avoid straining or exhausting their voice. 

Encouraging students to do this is based on the assumption that body posture impacts the 

vocal folds and larynx function. The literature emphasises that body posture and alignment 

are linked to voice production (Edwin, 2014).  

Body posture studies generally tend to address elements characterising good body 

posture and the importance of body posture for voice performers and students. From the 

literature, it can be noted that some benefits of good body posture include more flexibility, 

receptiveness, and agility. Added benefits include improved strength, easier breathing, more 

confidence and power while decreasing tension and fatigue (Alderson, 1979; Sullivan, 1985; 

Doscher, 1994; Brown, 2004; McKinney, 2005; Smith & Sataloff, 2006; Chipman, 2008; 

Davids & LaTour, 2012; Malde et al., 2013; Hoch & Lister, 2016; Smith, 2018). Some 

studies have also found that postural alignment is positively related to the quality and 

authenticity of both gesturing and acting (Malde et al., 2013).  
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Literature generally seems to agree on what constitutes good body posture. Some of 

the qualities highlighted by studies include a straight, elongated, and balanced spine; a lifted 

chest, unlocked knees, and a widened ribcage; shoulders that are dropped and gently rolled 

back, with a relaxed shoulder girdle; feet placed around shoulder-width apart; and arms that 

hang loosely at the sides (Alderson, 1979; Sullivan, 1985; McCallion, 1988; Doscher, 1994; 

Miller, 2004; McKinney, 2005; Chapman, 2006; Smith & Sataloff, 2006; Chipman, 2008; 

Wingate, 2008; Dayme, 2009; Davids & LaTour, 2012; Smith, 2018). However, there are 

different views with regards to the use of body weight. For example, Miller (2004) proposed 

that singers should not distribute their body weight evenly across both legs because they 

need to use their body language for expression during expressive performances. The same 

author notes that bodyweight could be transferred from one leg and hip by a partial 

backwards or forward step during a performance. Therefore, the singers should move their 

bodies freely without shifting their weight from left to right. Miller (2004) opposed the idea 

that vocalists should cement themselves rigidly to the floor, suggesting body balance in both 

classical and non-classical vocal performance (Miller, 2008). On the other hand, some 

scholars argue that body weight should be distributed across the feet (Chapman, 2006; Smith 

& Sataloff, 2006; Smith, 2018). Others propose that this can be attained by ensuring that the 

feet’s balls and heels are evenly placed on the ground (Chapman, 2006).  

Estill (1988) is one of the other scholars that have focused on the link between body 

balance and vocal production. In her study, Estill (1988) used electromyography (EMG) to 

collect data on the muscle activity of the vocals and the extrinsic musculature of three types 

of voice productions – speech, Western opera, and belting. The study's conclusions showed 

that the muscle activity of the extrinsic muscles in the speech was relaxed, the extrinsic 

muscles in Western opera voice production were higher than speech quality, and belt voice 
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production involved a high degree of activity in the muscles of the whole body. The study 

also concludes that belting requires more vocal muscles, and the effort required from the 

body is more than that required in Western opera singing and speech (Estill, 1998). These 

findings indicate that the body has a significant role to play in belting and that the whole 

body needs to be engaged to produce the belting voice production. Therefore, the use of less 

body effort could result in vocal trauma. 

In a later paper Estill (1994) compares belting and chest voice production. The same 

scholar uses this paper to mention that greater effort in the torso, neck, and head is required 

in belting compared to chest voice production of speech. Torso anchoring or bodywork keeps 

the body in balance and facilitates the dynamic flexibility of the body, and is not about 

rigidity or freezing the body (Steinhauer et al., 2017). Steinhauer et al. (2017) described how 

using the whole body can engage the muscles of latissimus dorsi, quadratus lumborum, and 

pectoralis major. Torso anchoring also involves expanding the ribcage and rising the chest, 

commonly called poised, strong, open chest, or noble posture (Steinhauer et al., 2017). The 

muscles involved in torso anchoring support breathing by raising the ribcage, stabilising the 

trunk, and supporting the back. Generally, anchoring is used as a label for expressing 

prevailing voice training techniques, emphasising the importance of body engagement 

without rigidity. Steinhauer et al. (2017) further elaborated that torso anchoring happens 

naturally in the body, like jumping up and down for joy or cheering at a sporting event.  

Using the insights in the above paragraphs, a teaching framework for CCM singers 

and belters must be designed and developed considering the distinct requirements of 

bodywork. Such a guide can assist students and performers in protecting themselves from 

voice damage, strain, and fatigue while supporting them to generate the desired belt sound 
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and quality. Rather than calling for a static and rigid body posture, voice training for belters 

needs to amalgamate bodywork activities focused on balance, movement, and flexibility. 

This is a view also acknowledged by Houseman (2002), who states that bodywork should 

not be perceived as creating a single fixed posture but should rather be seen as the art of 

finding flexibility and balance. This perspective highlights the importance of developing an 

easy, free, flexible, and balanced way of carrying oneself.  

In doing their work, vocal teachers always need to remember that the amount of time 

the majority of performers spend singing is small when compared to the time they spend on 

day-to-day activities such as standing, sitting, walking, engaging in exercise, browsing social 

media and the Internet, reading, lifting and carrying, and speaking to others. Therefore, it is 

vital to encourage students to maintain body and posture awareness even when not 

performing or practising. This suggestion is based on the assumption that when a mindful 

posture becomes a part of the belter’s everyday life, they will maintain it during 

performances. Houseman (2002) adds that this is a more beneficial approach to CCM singing 

and belting than a single posture unsuitable for CCM singers. In the same vein, Feldenkrais 

(1990) proposed that as long as a posture is not in conflict with the law of nature, stipulating 

that the body skeleton should neutralise the pull of gravity so that the muscles are left free 

to move. This is because where the muscles do the work of the skeleton, they use energy 

needlessly, and they are also prevented from performing their primary duty of changing the 

body’s position through movement.  

The above paragraphs show that training students to use the belt voice should include 

lessons on the importance of a posture that keeps a well-balanced body in daily life and 

during performance. Voice students need to be informed of the issues arising from improper 
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posture and how it affects their voice quality. The teaching guide that this study proposes 

amalgamates several physical exercises on the alignment of posture, together with some 

foundational information related to belt posture for learners. 

2.4.4 Head Posture 

An analysis of the literature related to head posture shows that scholars believe that 

the head must maintain a comfortable upright position and that singers should not extend the 

head forward when performing (Alderson, 1979; Doscher, 1994; Dayme, 2005; Chapman, 

2006; Smith & Sataloff, 2006; Chipman, 2008; LeBorgne & Rosenberg, 2014; Nelson & 

Blades, 2018). However, it can also be noted that most studies embrace the choral and 

classical training principles for head posture. Some of the points these studies raise are not 

based on evidence, leading to scholars disagreeing about the ideal position of the head when 

singing. Undoubtedly, this is an issue because when voice training is not supported by factual 

evidence, it could be harmful to voice performers, no matter the type of music they perform. 

Tilting the head to the back (Appendix 41) when singing is discouraged because it 

can impair voice production and lead to nasal voice quality (McCallion, 1998). However, 

nasal phonation is related to lowering the velum (in the process opening up the nasal port), 

as opposed to the head being tilted back (Appendix 41). In fact, a singer can lift the velum 

and seal the nasal port to avoid nasal phonation. Other scholars have suggested that 

considering the singers usually lift the chin when attempting high notes; it would be better 

if they slightly tilt their chin downwards (Appendix 41) when singing (McCallion, 1988; 

Davids & LaTour, 2012). This advice is supported by several other scholars who believe that 

students should be discouraged from tilting their head upwards when rising to high notes 

(McKinney, 2005). Notwithstanding, laryngeal elevation is needed to hit a higher pitch. 
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When students are instructed to tilt their chin downward, their laryngeal muscle elevation 

could be interrupted, making it a challenge to reach high notes. Instead, students need to be 

advised to gently tilt the head up to a comfortable position (Miller, 2004). Tilting the head 

downwards has also been noted to put pressure on the larynx through the submandibular 

muscles. This makes it challenging for performers to reach high notes and distorts voice 

quality (Austin, 2013).  

Since it has been emphasised that the head should not be tilted downward when 

singing, it is vital to consider if it is beneficial to tilt the head instead upward. Studies by 

several scholars debunk the idea of the upward tilted head (McKinney 2005). However, 

scholars like Kayes (2004) and Jennings (2014) propose the use of a comfortable head 

posture tilted slightly upwards (Appendix 41) in a manner akin to ‘looking up to the gods’ 

(Kayes, 2004, p. 168). Nair (2007, p. 93) argues that some leading singers tend to position 

their heads in a ‘haughty’ upwards posture during a performance.  

As earlier indicated, the larynx elevation is important in achieving the bright sound 

associated with belting. This can be facilitated by tilting the head slightly upwards. This idea 

is supported by some scholars, including Sullivan (1989) and Hall (2006), who suggested 

that tilting the head slightly upwards supports laryngeal elevation (Hall, 2014). On the other 

hand, when the head is tilted downwards, the larynx is lowered, and a deeper sound is 

produced, which is not suitable for belting (Sullivan, 1985). 

2.4.5 The Role of Breathing in Belting 

Many vocal researchers and teachers emphasize the central role played by breathing 

in voice training. Thus, many students that receive voice training also spend a lot of time 

doing exercises related to breathing. However, if one considers belting’s physiological 
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aspects, it becomes clear that the role of breathing is underexplored in current literature.  

This is problematic because classical performances call for a different approach to the 

management of breathing than non-classical singing and belting. Performers in classical 

singing usually sing in legato and are instructed to inhale deeply with a high degree of 

control. 

On the other hand, CCM singers and belters usually apply a non-connected speech-

like voice production, where they tend to engage the thyroarytenoid (TA) muscles or chest 

voice more and shallower breathing. Chandler (2014) highlights these differences and states 

that while sustained and long phrases generally characterise classical performance, CCM 

performance demonstrates the opposite characteristics. This sentiment is also echoed by 

Fischer (2013), who concluded that belting and classical (lyrical) singing have differing 

goals. In lyrical singing, the voice line, matching the tone and volume and sustaining 

breathing that flows evenly are the main objectives. Singers attempting to apply classical 

breathing techniques on belting may find themselves experiencing a cracking voice or 

coughing because of the strain applied to the vocal folds (Fischer, 2013).  

In another study, Cleveland (1998) compared the different breathing patterns of 

classical and non-classical singers. The research concluded that non-classical singers use a 

substantial amount of air when singing because the singing style is substantially different 

compared to speech-like singing. Moreover, as Estill (1998) explained, this indicates that 

belting has a longer closed quotient, which allows minimal airflow in the voice production. 

This perspective is also acknowledged by Scearce (2016), who states that applying classical 

breath support could impede belters because it is excessive for CCM and belting singing. 

The same scholar adds that deep breathing, which makes the abdominal region bigger, is not 
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suitable for CCM singing because this is a style associated with energetic activities like 

dancing. Moreover, deep breathing may lower the larynx, making it ineffective for belting 

(Hixon, 2006). 

In belting, the vocal folds meet for longer than in classical singing (Estill, 1988; 

Schutte & Miller, 1993; Bestebreurtje & Schutte, 2000). This perspective implies that 

classical breathing techniques may not be suitable for CCM. Estill (1980) suggests that 

belters may find challenges or even damage their voice if they apply deep breathing 

techniques coupled with a longer vibratory cycle. This view is supported by Hein (2010), 

who suggests that high airflow is inappropriate for belting. This is a view explained by the 

fact that when belting, vocal folds have more prolonged contact than is the case in classical 

singing; therefore, less airflow is needed. Apart from this, belting production calls for more 

sub-glottal pressure, which leads to a bright and high sound quality characteristic of belting 

(Hein, 2010).  

Other voice experts discuss the role of breathing in belt voice production from a 

different point of view. For example, some voice educators note that a high amount of air 

intake is central to generating an intense and energetic voice (Bonin, 2009), and a loud belt 

voice demands high air flow and tension in the vocal cords (Riggs, 1992). It has also been 

concluded that greater airflow supports the vibration cycle of the TA muscles or chest voice 

register (Gagné, 2015a). Luttrell (2014) prescribes that the diaphragm needs to be engaged 

to support belt production with high airflow and that belters should use classical breathing 

techniques. 

The views expressed in the above paragraph indicate that some scholars support the 

application of high airflow when belting. Nonetheless, these perspectives need to be 
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interrogated from the conclusions made by voice science research, as phonation volume is 

impacted by the duration of contact between the vocal folds rather than through airflow. 

Supporting this point of view, a recent study concluded the quiet voice production is linked 

to a less closed quotient, while greater voice production is linked to a greater closed quotient 

(Chen, 2017). In the same vein, another study emphasised the connection between louder 

phonation and a more prolonged closing phase (Woo, 2010). This conclusion is supported 

by several other scholars, including Estill (1988), who assessed the vibratory cycle of speech 

in operatic singing and belting. She concluded that longer closed phases are linked to louder 

voice production. The same scholar also concluded that loud belting was linked to the 

greatest closed quotient or duration of contact between the vocal folds. On the other hand, 

operatic singing is linked to the lowest closed quotient. Schutte and Miller (1993) would 

later arrive at the same conclusion after comparing voice production in female classical and 

CCM pop singers. These researchers found that louder belt production is associated with the 

higher closed quotient of the duration of contact between the vocal folds. They defined 

belting as a ‘manner of loud singing characterised by the consistent use of chest register 

(>50% closed phase of glottis) in a range’ (Schutte & Miller, 1993, p. 147). 

Hass (2013) shares the same perspectives as the scholars above. She concludes that 

belting requires low airflow because the duration of contact between the vocal folds is longer 

when compared to classical singing. The same scholar says that when excessive airflow is 

used, the vocal folds will separate. Hass (2013) is perceived by the present study to be 

accurate because it is essential to describe how the closure of vocal folds affects airflow 

during belt voice training sessions. Singers whose aim is to produce an effective loud belt 

voice need to maintain good vocal folds contact. This view is also helpful for this study 
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because it is supported by the voice science literature presented in this section, which 

indicates that longer vocal fold contact increases the volume of phonation.  

Regarding this study, it is posited that the recommendation by Luttrell (2014) to use 

the diaphragm is incorrect. It is generally accepted that the diaphragm cannot be felt, 

although it relates to the breathing system. For instance, Michael (2010) explained that the 

diaphragm could not be felt because of the non-existing kinesthetic sensation of the 

diaphragm contracting. Malde (2017) shares a similar view and states that it is impossible to 

examine the diaphragm by touch because of its position inside the ribs. The same scholar 

adds that people do not have sensory receptors in the diaphragm, thus cannot feel it when it 

moves.  

The idea of diaphragmatic support is discussed by Michael (2011), who claims that 

teaching voice students to engage the diaphragm to support breathing is misleading, as voice 

teachers usually mistake muscles in the abdomen for the diaphragm. Another study using 

ultrasound imaging (USI) to explore the correlation between abdominal engagement and 

voice quality has also yielded some interesting findings. The study by Melton (2009) 

concludes that since belt production is boosted by relaxing the abdomen muscles, there 

would be no benefit in engaging the diaphragm when belting. 

2.4.6 Chest Voice and Belting 

Researchers and educators appear to be somewhat divided on the concepts of chest 

voice and belt voice, while lack of consensus in this area of voice research adds further 

complexity to an issue that is already lacking in clarity (Boardman, 1989, p. 8). Having that 

said, this section explores the perspectives of both those who believe belt voice as an aspect 

of chest voice, and those who believe that belt voice and chest voice are separate entities. 
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2.4.7 Chest Voice and Belting are Synonymous/Belting is Harmful 

Several scholars have suggested that belting is either the same as chest voice or an 

extension of it (Rogers, 1969; Rosewall, 1980; Ruhl, 1986; Adams, 1988; Young, 1995; 

Miller, 1997; Ware, 1998; Hall, 2014; Reid, 1983, 2018). One of these scholars, Rogers 

(1969), proposed that belting has come to represent singing a song almost exclusively in the 

chest voice in terms of female voices. This is a view based on the realisation that pop singers 

(predominantly female) mainly employ the chest voice right across a performance, 

particularly singing at the top of the vocal range (Rogers, 1969). On the other hand, Rosewall 

(1980) says that belting may be a damaging type of middle-range chest voice, particularly 

when singing in the high vocal range up to the C above middle C. Even though both the 

authors see chest voice and belting as interlinked, they still prescribe that voice coaches need 

to teach students the proper belting techniques to minimise vocal fatigue. Both authors also 

emphasize the need for vocal teachers to gain the proper knowledge of belting techniques, 

even though none have specified the precise techniques for effectively producing the belt 

voice.  

In agreement with Rogers (1969), Reid (2018) defined belting as a type of singing 

used by female pop singers with minimal mastery of using the head voice. Therefore, they 

create the belt voice by lifting the chest voice into a high vocal range. Reid (2018) perceives 

the belting voice as unmusical, lacking in expression, and lopsided in intensity, thus asserting 

that very often belting causes singers voice injuries, such as vocal fold nodules. In 

disagreement, this present study finds that Reid’s work to be lacking in light of the technical 

aspects of CCM and belting techniques. First, regardless of music genres and styles, use of 

wrong vocal techniques is harmful to singers. Second, it can also be noted that Reid’s (2018) 

approach is significantly biased towards classical singing. This is in keeping with the views 
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of Scearce (2016), who concluded that there is a long history of classical singing preferences 

among voice pedagogues. This present study is in agreement with the studies from LoVetri 

and Weekly (2003, 2009) and Scearce (2016) based on the inaccurate CCM and belting 

singing sources delivered in the voice teaching communities. A similar stance was 

highlighted by Ruhl (1986, pp. 31-32), with belting described as pushing the chest into the 

upper register and forcing the larynx into an abnormal chest voice function. Both Ruhl 

(1986) and Reid (2018) perceived belt voice production as detrimental and to be achieved 

through chest voice. They were also in favour of the superiority of classical training 

techniques while minimising the technical skills involved in belting.  

Belting and chest voice have also been noted in other studies, with Hall and Miller 

both drawing an association between the two. Miller (1997, p. 131) likened belting to soul 

and rock singing techniques, which is a pernicious singing technique, as belters tend to over-

utilise chest voice or heavy mechanism. Miller added that belters often neglect the head voice 

used in the Western classical singing culture. Based on Miller’s remarks, it is effortless to 

identify his opinion of belting singing is heavily slanting towards the second-rate type of 

voice quality. Similarly, Hall (2014, p. 81) mentioned that chest voice is regularly adopted 

by belters, especially at a range one octave above middle C or higher, which is opposed to 

classical singing techniques, stating, ‘In classical singing, the chest register is not used as 

predominantly in the middle C octave and above.’ 

Several voice educators have supported the view that there is a correlation between 

chest voice and belting. This support is based on the perception that belting needs the chest 

voice to be forced up into the high vocal range. However, some of these accounts deliver 

inadequate detail on the topic. Adams (1988) believes that performers have a head voice and 
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a chest voice, and belt voice is a forced version of the latter. In the same vein, Baxter (1990) 

advances the view that belting is an unhealthy use of chest voice. Similar views have lead 

scholars like Ware (1998) to coin phrases like ‘Annie syndrome’, which signifies belting as 

a powerful but overly tense type of singing. Ware (1998) added that the belt voices could be 

observed among classical singers, opera singers, and tenors. Young (1995, pp. 21-22) 

extrapolated further by suggesting that effective belting demands mastery of the chest 

register via proper training. Young asserted that it is essential for all singers to learn the 

technical skills related to chest voice, regardless of genre. In fact, Young had prescribed 

several exercises to develop the chest voice for belting purpose (see Section 2.6.1). Some of 

these proposed exercises are outlined and discussed later in this chapter. 

2.4.8 Belting Differs from Chest Voice/Belting is Safe 

Bevan (1989) illustrated the difference between chest voice and belting and included 

several acoustic and perceptual aspects between the two practices. The same author notes 

that the findings are in keeping with those of scholars like Estill (1988), who suggested that 

belting voice is different from chest voice based on the levels of intensity, styles of acoustic 

expression, and technical practices. In another paper, Estill (1994) emphasised the 

differences between chest voice and belt voice. In this paper, Estill (1994) noted a 

comparatively lower activity level in vocal folds when using chest voice and higher activity 

levels when using belt voice at all frequencies. 

Belting has been distinguished from chest voice in other research that perceives 

belting as a type of singing generated primarily through TA muscles with support of 

cricothyroid (CT) muscles, which become engaged as the singer approaches the highest 

notes (Edwin, 1998a). Henderson (1991) notes differences between belting and chest voice 
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and that belt voice is hindered when raw chest voice is used. The same author suggested that 

belters should slightly utilise head voice when approaching the top vocal range. This is in 

line with the view that belt voice production demands collaborative effort from TA and CT 

muscles (Edwin, 1998b). It becomes clear that the concept that belting is an aspect of chest 

voice is misinformed when one looks at the involvement of TA and CT muscles in belt voice 

production (Gagné, 2015a). As such, this present study supports the perspectives of Edwin 

(1998), Henderson (1991), and Gegné (2015a) because they may be representative of the 

belt-mix style of belting. The concept of mixed-belt style is described by voice professors 

and teachers Spivey and Barton (2018). They say that in the man’s range, the belt occurs 

higher than it does for women. The authors add that the high mixed belt continues to be an 

intriguing trend in women, concluding that there is no ceiling to the range where the balance 

is correct.  

Spivey and Saunders-Barton (2018) advocated belt voice training that focused on 

both TA and CT muscles. On the other hand, Gillyanne Kayes (2000) differentiated chest 

voice from belting. The same author stated that whilst chest voice is used up to the E or F 

note above middle C; belt voice extends to higher notes. In the current study, this statement 

by Kayes (2000) is considered to be accurate because, as depicted throughout this chapter, 

the most emotionally powerful voice production only happens at the top of the vocal range, 

which is where belting is generated. When a performer sings at the middle and low vocal 

ranges, chest voice is used rather than belt voice. Kayes (2000) distinguished belting from 

chest voice in terms of laryngeal posture, asserting that an elevated larynx is necessary for 

belting, whereas a lowered larynx is applied for chest voice. This is in line with the 

discussion of the physiological attributes of belting presented earlier in this chapter. Kayes 

(2000) noted that vocal fold length differentiates between belt voice and chest voice. 
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Effective belt voice requires thicker and shorter vocal folds, which can be achieved through 

the forward tilting of the cricoid cartilage. These notions are in agreement with Estill (1988). 

Belting refrains a singer from forcing the chest voice upward but extends the 

speaking voice. Effective belting is attained by sustaining the speaking mix, which involves 

the chest voice and increasing the pitch. Thus, belting is not a chest voice but a form of voice 

production led by the chest voice (Balog, 2005). While Balog (2005) discussed the 

importance of sustaining the speech quality register during belting, the definitions of terms 

used within the discussion (pure chest voice, chest voice, speaking mix, and speaking voice) 

seem to be somewhat vague, with no direction for further reading. 

2.5 Discussion 

Based on the literature review, it is posited that there is a pressing need to explore 

the technical aspects of belting. To develop a safer and more effective teaching framework, 

a greater understanding of belting must be achieved. Despite being well-defined in the 

literature, information regarding the specific teaching strategies and techniques is still scarce. 

A significant lack of detailed, evidence-based findings must be addressed by incorporating 

elaborated details about belting into the pedagogical guidelines. The existing support for the 

use of classical training techniques in CCM belting further confounds the efforts of 

contemporary vocal teachers in veering away from the standardised classical approach to 

voice training. 

One conspicuous issue noted from the literature review is that only a handful of 

studies have addressed the specific stylistic, acoustic, and technical qualities regarding CCM 

singing and belting. It is apparent that the bias towards classical techniques is embedded 

throughout both early and contemporary studies on CCM and belting. This bias has confused 
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vocal teachers regarding the concept of belting – it is a form of chest voice and requires 

breathing techniques to produce belt voice (LoVetri & Weekly, 2003, 2009; Spivey, 2008). 

Rogers (1969) stated that vocal teachers should apply classical breathing exercises 

and singing techniques when teaching CCM and belting. During the early 1990s, another 

study suggested that before learning how to produce a belt voice, one should first master 

classical singing techniques to avoid voice damage (Henderson, 1991). The need to develop 

a classical foundation when training in CCM singing and belting was again asserted by 

Bonin (2009), who emphasised the relationship between belt tone and lowering of the larynx. 

Half a century after Roger’s (1969) initial article, classical methods still influenced 

contemporary singing pedagogy. A similar sentiment was noted across recent literature, with 

the classical appoggio breathing technique recommended to generate safe and effective belt 

voice (Garner, 2017). Hence, the impact of classical voice pedagogy on all singing forms is 

evident throughout the history of the voice research domain and teaching practice. Most 

studies have focused mainly on classically-trained vocalists, thus leading the vocal teachers 

to believe that belt voice demands consistent airflow in line with classical voice production 

principles. As a result, this has wrongly influenced vocalists regarding adopting an ideal 

standing posture that supports breathing while belting.  

The need to devise a more effective, appropriate and evidence-based framework for 

CCM and belting pedagogy has been strongly emphasised by Bartlett (2010), Edwards 

(2018), and Bartlett and Naismith (2020). As discussed in this thesis on page 32 and 33, 

LoVetri and Weekly (2003, 2009) indicated that most university-based vocal teachers are 

unprepared and unequipped to teach non-classical singing effectively. This may be due to 

several reasons, as earlier presented by LoVetri and Weekly (2003). Firstly, it confuses both 
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teachers and performers. This may be due to a lack of understanding of how the correct 

sounds are produced, (i.e. which exact physiologic correlates are involved in various CCM 

styles, including belting), or perhaps there is a disregard for these components. Secondly, 

singing teachers may be afraid that improper techniques may cause vocal fatigue and 

damage. Thirdly, it may be due to aesthetic bias. Finally, it fuels disagreement and 

uncertainty regarding the suitable techniques and exercises that vocal teachers employ.  

Based on the themes discussed in this literature review, belting may be erroneously 

perceived as a pure, natural or untrained chest speaking voice. This misunderstanding 

contributes to the existing confusion in the voice domain. It is posited that the type of voice 

production perpetuated in this misunderstanding refers to the production of raw chest voice, 

which involves the engagement of TA muscles. However, belting is far from producing a 

chest voice tone, as mentioned earlier in this thesis. Estill’s (1988) study showed the 

differences in the three voice qualities: speech or chest voice quality, Western opera quality, 

and belting. The same researcher measured the number of times the vocal folds vibrate or 

the vibratory cycle per second of these three voice modes by using electroglottography 

(EGG). EGG data measurements showed that belting, which was associated with yelling by 

the researcher, had the longest vocal folds contacts among the three singing modes. The 

measurement indicates that yell-like belting retains at least a 70% longer vocal fold closure. 

Estill’s (1988) also stated that the extrinsic muscles and body effort involved in belt 

production are greater than chest voice quality and Western opera quality (Estill, 1988). 

Later, Schutte and Miller (1993) compared CCM or non-classical singing and opera singing 

styles. The researchers also included the measurement of vocal folds closed phase of the belt 

voice quality. Data from the EGG indicated that a high closed glottal phase, at least 50% 

closed quotient or vocal folds closure, appeared during belting. The Estill (1988) and Schutte 
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and Miller (1993) studies indicate high activity in the vocalis muscle (thyroarytenoid) and 

higher closed glottal quotient in belting. Here, the vocal folds become thicker, and the 

infrahyoid muscles become more involved to generate belt voice (Estill, 1988, 1994).  

Compared to producing belt voice, chest voice demands a lower level of overall 

muscular engagement (Estill, 1988). As for belting, it needs greater muscular effort (Estill, 

1988), along with a higher level of mental focus and bodywork or torso anchoring to belt in 

the top vocal range – for the most powerful and effective performance. Hence, in the present 

study, chest and belt voice productions are considered two different practices, which must 

be understood if vocal teachers are to train belters effectively. 

With regards to the perception that belting is harmful, it is posited that the risks 

associated with the singing style have been overemphasised due to the primary focus being 

placed on the technical attributes of belting. When performed using correct techniques, 

belting is not only a healthy practice but may also help singers to avoid vocal damage that 

tends to arise when performers are given incorrect guidance. The present literature focuses 

on the scientific aspect of belting. Thus, it has largely overlooked the teaching of some of 

the most fundamental aspects of healthy belt voice production, including laryngeal elevation, 

body engagement and vocal effort, lower airflow, and lateral mouth shape. However, the 

information and findings from the voice researchers and scientists serve as a useful resource 

for the researcher in this study to develop a belting teaching guide based on voice science. 

This is to bridge the gap between voice science and belt pedagogy and prevent the spreading 

of vocal myths. Now that it has been noted that the main misconceptions about belting lead 

to teachers being wary of teaching the singing style, the following section investigates the 

literature on teaching strategies for belting. 
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2.6 Belting Teaching Styles 

From the literature, it can be noted that there is a rising demand for voice training 

among young pop and rock vocalists, especially specific training in commercial and non-

classical singing styles from private voice coaching studios, public schools, and universities 

(Roll, 2016). Scholars have shown the importance of incorporating non-classical singing 

techniques in voice training. Thus, vocal teachers should teach effective strategies and 

correct information to teach belting to vocalists while ensuring that the risk of voice damage 

is minimised. However, it can be noted that the number of vocal teachers available to teach 

belting is severely low (Roll, 2016; Hoch, 2018). 

2.6.1 Overview of Teaching Strategies 

Many researchers have prescribed a range of strategies for vocal teachers to use when 

training students in the belting technique (Henderson, 1991; Young, 1995; Edwin, 1998b; 

Burdick, 2005; Jennings, 2014; Gagné, 2015a; Roll, 2016). One such strategy is to teach the 

students to pucker their lips and apply breath support upon hitting top notes, with the lower 

half of the body engaged and the chest lifted (Young, 1995). Nevertheless, this may not 

generate the sought belt quality, as the bright sound linked with effective belting is achieved 

by laterally spreading the lips. Young (1995) suggested that singers need to tighten their 

buttocks when learning the belting technique. While tightening the gluteus maximus is not 

beneficial during belting and has no impact on breathing or vocal tone, it controls the 

movement of the thighs and hips. However, there is no anatomical basis for engaging the 

gluteus maximus during belting (Watson, 2009).  

Regarding the belting tone, the literature proposes that belters perform belting 

exercises with nasal consonants, such as ‘ng’, ‘m’, and ‘n’, as these consonants may support 
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belt voice (Henderson, 1991). The same author explained that belting sound has more 

nasality than classical singing tone; hence learning the belting technique should involve 

expanding one’s nasal cavity and allowing vocalists to experience nasal resonance. 

Henderson (1991) added that vowels should not sit in the soft palate but in the hard palate in 

the front part of the mouth. It is posited that this notion is erroneous because while belting 

can be nasal in tone as it is a personal voice style choice, it is often more effective when it is 

not nasalised. Voice researchers, Echternach et al. (2014), reported that the nasal cavities 

might not be part of the belting resonance system. In fact, the soft palate causes nasalisation, 

whereby the soft palate or velum is lowered in generating nasalised voice. If a non-nasalised 

tone is required, the soft palate is raised. Belting is unlikely to be supported by the placement 

of vowels in the hard palate, as the hard palate is fixed while the soft palate can move. 

As for foundational belting training, the students should begin with alternating /na/ 

and /ni/ syllables via a diatonic scale. In this case, the vocalist moves up and down five notes, 

beginning in the lower range (Edwin, 1998b). Edwin (1998b) added that the vocalist should 

aim for a mixed sound with a nasal, brassy, and twangy tone. The diatonic scale exercise 

should begin at a quick tempo to avoid straining one’s vocals. Apart from the irrelevant use 

of nasal consonants (as depicted above), it is posited that Edwin’s (1998b) prescription is 

credible and that these strategies are beneficial for vocalists with a classical background. 

Although largely overlooked in classical training, TA muscle and chest voice are critical for 

CCM singing and belting.  

Edwin (1998b) outlined some technical skills that may aid the development of chest 

voice or TA muscles. The same author listed five key considerations for vocal teachers when 

training students who are new to the belting style. First, teachers should remember that 
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students may need time to master the technique, with female singers potentially fail to 

engage their chest voice to produce sound at first. Hence, it is essential to start by helping 

students to develop chest voice before teaching other belting techniques. Second, vocal 

teachers should restrict vocalists’ range during the early sessions, apart from avoiding the 

highest notes and loud singing volumes. Third, it is vital to explain to female singers that 

variances exist between a contemporary high belt and a classical high soprano. Vocal 

teachers should explain to vocalists that there is more than a type of belt voice production. 

Finally, vocalists should be educated on vocal health to avoid harmful practices in classical 

singing, including tongue wobbling, forward neck position, pressed phonation, and jaw 

tension. Whilst these guidelines help inform the belting pedagogy, no guidance is available 

for producing chest mix voice or brassy and twangy belt sound.  

Several exercises are depicted in the literature for one to enhance the belting 

technique. For instance, Burdick (2005) suggests that voice teachers should instruct vocalists 

to pursue a focused, bright, speech-like quality in the low and middle vocal registers while 

connecting spoken tone with breath. The same author explained that in doing so, ‘the student 

is guided to find low inhalation and then to speak on the breath with flexible articulators 

(Burdick, 2005, pp. 265-266). Nevertheless, this approach may be misinformed, and the 

explanations of some provided exercises are somewhat vague and may confuse voice 

instructors. For example, Burdick (2005) mentioned that low inhalation contributes to 

effective belt voice, but the details on how to perform the exercises are not specified, in 

which the vocalists might take a deep breath to propel the belt voice when asked to speak on 

the breath.  
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As noted earlier in this chapter (see Section 2.4.5), low deep breath is an incorrect 

approach, mainly because less airflow is required for effective belting. Burdick (2005) 

advised vocal teachers to provide exercises, including voiced consonants such as /ð /, /m/, 

/n/, /v/, and /ŋ/ with syllable /ʌ/, to teach belting singing, aside from using the hard palate to 

increase the ringing quality of vocal resonance (pp. 266-267). Burdick (2005, p. 267) also 

says that ‘for palate stretch, engaging the breath, and connecting the upper register to the 

low’ leads to brighter voice production. It is posited that these approaches are irrelevant in 

producing an effective belt voice. First, Burdick (2005) suggested using the syllable /ʌ/ when 

learning to belt, but the /ʌ/ sound is produced with a low-mid back tongue position. To 

produce a bright belt sound, the tongue position should be high and forwarded (see Section 

2.4.2). Apart from this, the concept of stretching the hard palate during belting is 

questionable since the hard palate is bone and impossible to move. Burdick (2005) linked 

the production of a ringing voice with a hard palate ring. This guideline aspect is 

questionable for belt training, as resonance does not occur in a specific location in the mouth 

but the vocal tract. Tonal vibration can be subjective and experienced in the head, forehead, 

back of the neck, face, or nose, depending on the individual. Thus, it is ineffective to teach 

vocalists to engage specific parts of the body to generate voice. This statement is supported 

in the literature, which asserts that tonal vibrations are personal to the vocalist and cannot be 

observed by others (McCoy, 2004). As depicted by Edwin et al. (2014), the pedagogic 

emphasis on creating vibrations in certain places could weaken a singer's efforts in 

developing an efficient vocal technique. McCoy (2012) claimed that using the hard palate to 

improve tone production in voice teaching is unreliable. 

Regarding the interaction between the chest and head voices, Jennings (2014) 

proposed five specific belting exercises: a calling-voice exercise, a siren exercise, cross-
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register arpeggios, Messa di Voce, and vocal études from the student’s repertoire. 

Nonetheless, Jennings (2014) did not specify if the exercises should be performed with 

consonants or vowels, did not provide instruction on laryngeal posture or airflow, and failed 

to outline how the exercises should be executed. The same author described head, jaw, and 

mouth positions, apart from highlighting the variances between classical and belt voice 

production. For instance, Jennings (2014) asserted that classical singers should lift the soft 

palate by imagining that they are smiling inside, whereas belters should adopt a more lateral 

mouth shape to bring resonance forward. However, this author did not provide citations to 

support the points that she had emphasised in her discussion.  

The belting exercises described in Belting: ‘A Guide to Healthy, Powerful Singing’ 

(Gagné, 2015a), along with online demonstrations, are available to those who purchase the 

book. Gagné (2015a) asserted that it is integral to maintain a constant airflow through low 

and deep breathing. Consequently, the same author proposes various airflow control 

exercises and breath support exercises that involve abdominal muscles. She likened airflow 

to a generator, claiming that air provides the power belters need to produce the desired belt 

quality. However, it is posited that Gagné’s (2015a) perspectives on belting training are 

inaccurate since evidence-based voice research work has indicated that lower airflow is 

required for effective belting. Additionally, she suggested that belting becomes easier if the 

vocalist creates space in the back of the mouth (Gagné, 2015b, video 4, 0:56). Yet, studies 

signify that it is more beneficial to reduce mouth space when belting (Titze, 2012). 

Based on the insights presented in this literature review chapter, it is posited that the 

depiction provided by Estill (1988) is one of the most logical, particularly in light of 

producing the yell-like belt voice. What makes Estill’s (1988) work more credible is that 
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most prior studies either lack detail in terms of belting exercises or they present teaching 

guidelines that are not grounded in facts. Many seem to apply classical techniques to CCM 

and belt voice production. The work by Estill (1980, 1988, and 1994) offers a more thorough 

exploration of belting and presents effective body awareness exercises under the Estill Voice 

Training (EVT) system. These exercises help belters improve their awareness of the body, 

increase their knowledge about muscle engagement, educate them on minimising the risk of 

voice damage, and support them in learning to feel the variances between classical singing 

and belt voice. On a practical and technical level, the EVT system places focus on teaching 

vocalists the correct airflow, laryngeal posture, body posture, and disengagement of false 

vocal folds or vestibular folds. Although the principles promoted by Estill (1980, 1988, 

1994) effectively train belters, vocalists must attend training sessions operated by qualified 

vocal teachers to enhance their belting skills. However, it is difficult for students to acquire 

this skill via self-study due to the limited credible information accessible outside formal paid 

classes.  

Another strength of Estill’s (1988) approach to train belting is that it promotes the 

forward-tilting of the cricoid cartilage to produce belt voice. This supports the production of 

a louder belt voice due to the thickening of the vocal folds, which is particularly beneficial 

for belters who wish to develop a yell-like belt voice. Nevertheless, Estill’s (1980, 1988, and 

1994) approach appears to be incomplete as it excludes belt mix or other alternatives. This 

is because some performers may prefer learning an alternative belting style. Therefore, the 

teaching framework developed in the present study incorporates both yell-like and belt-mix 

styles, along with exercises designed to help voice students learn to manipulate their voice 

muscles or vocal registration to produce the desired sound. 
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2.7 Summary of Teaching Strategies 

Even though further efforts are needed to deal with the weaknesses inherent in the 

strategies presented in the literature, it can be noted that many of the strategies proposed by 

the voice educators and scholars are based on similar principles. For example, many 

strategies deal with the interaction between head and chest voices, the development of the 

speaking voice, and the production of bright and brassy belt quality. Numerous strategies 

also focus on the dynamic character of belting and the need for performers to be energetic 

when performing. Therefore, it would be of advantage to extend these points through 

developing a new teaching framework for belt-mix and yell like voice production. 

2.8 Motor Learning Theory 

Generally, voice training involves training muscles involved in voice production 

(Saxon & Schneider, 1995). The teaching involving the training of voice production muscles, 

like instructions on how to feel and control the muscles, is located in the area of motor 

learning theory (Estill, 1994; Davis, 2006; Steinhauer et al., 2017). Nonetheless, the voice 

pedagogy curriculum usually does not involve motor learning theory (Johnson, 2020). This 

situation can be attributed to the fact that the benefits of motor learning principles in voice 

training are rare. It can also be added that voice pedagogy still heavily relies on the teaching 

as passed down from teacher to student based on similar exercises, styles, and methods of 

teaching (Stark, 2003; Helding, 2015). Consequently, singing teachers may use excessive 

declarative verbal feedback during the lesson (Johnson, 2020). Nonetheless, just being clear 

about what to address and the resources to employ in voice teaching is inadequate. Voice 

teachers also need the knowledge to guide learners in building the skills needed in singing. 

This is related to the how-to aspect of voice training – how voice teachers teach learners to 

change their vocal skills (Roth & Abbot, 2014). 
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The views in the paragraph above are supported by Hoch (2018), who proposes that 

singers require vocal techniques on how to perform vocal tasks. This knowledge is the 

foundation that enables singers to create the desired vocal style. Therefore, singing teachers 

need the knowledge to guide singers to meet their vocal demands through developing and 

training the muscles involved in their singing voice (Hoch, 2018). Even though the statement 

by Hoch (2018) is not explicitly linked to any singing style, the author makes a clear 

suggestion that singing teachers need the how-to knowledge to train learners the technical 

skills required for any styles of singing, including CCM styles of belting singing. This will 

make it possible to guide singers to achieve stylistic accuracy with a suitable technique.  

Considering that the aspect of how teachers teach is a crucial one, Crocco and Meyer 

(2021) mentioned that using motor learning principles can support the how aspect on the 

improvement of teaching and learning voice skills. The same authors note that this is because 

motor learning research offers a fact-based framework to improve teaching and learning.  

The discussion in this section starts with a short overview of the principles of motor 

learning in voice training. This is followed by the literature on the types of focus of attention 

principle, examining how studies of these motor learning theory principles were conducted 

on vocal performers and in voice teaching. 

2.8.1 Principles of Motor Learning Theory in Voice Training 

Central to the motor learning theory is the assumption that skills are acquired using 

precise strategies, and these skills are refined through practice and the transfer of skills to 

other tasks. The motor learning theory is about how the body learns to perform movements. 

Even though there has been precise interest in motor learning theory, a literature analysis 

shows that studies related to motor learning principles concerning the singing voice are 
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scarce. This can be attributed to the reality that singing teachers mostly do not take part in 

doing voice research, and voice research generally tends to be more concerned with extreme 

voice problems (Croce & DePaepe, 1989; Helding, 2015).  

A search for motor learning theories in two academic journals with very stringent 

peer review systems – the Journal of Singing and Journal of Voice – shows that almost all 

the studies are unrelated to CCM singing and belting pedagogy (see Appendix 7). For that 

reason, it can be posited that the motor learning principles applied in training CCM belting 

singing are scarcest among the studies that have been conducted so far for singing teachers, 

musicians and vocalists. Research on principles of motor learning theory in teaching belting 

and how it may improve skill acquisition for belting are minimal. A literature analysis shows 

no single CCM or belting training materials, specifically developed based on motor learning 

theory.  

Even though some published works are available concerning motor learning theory 

in the area of voice performance and pedagogy (see discussion below), it can be noted that 

the material contains contradicting elements and is primarily lacking with regards to 

practical exercises with regards to guiding singing teachers regarding the use of the 

principles of motor learning theory in teaching singing, in particular pedagogical suggestions 

on training CCM belting singing. 

2.8.2 Focus of Attention Principle 

The Focus of Attention Principle (FAP) is based on the principle of motor learning 

theory and focuses on where performers should place their attention when learning, 

practising, and performing (Wulf & Weigelt, 1997; Wulf & Lewthwaite, 2016; Treinkman, 

2021). Scrutinizing documents on FAP from various voice experts shows that the experts 
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agree that it is important to apply this principle in teaching singing (Helding, 2008; Titze & 

Abbott, 2012). Nonetheless, the scholars are not always in agreement regarding the types of 

FAP applied in voice training.  

Studies conducted by Wulf et al. (1998) and Wulf and Lewthwaite (2016) show that 

FAP can be divided into two broad categories, the External Focus of Attention (EFA) and 

Internal Focus of Attention (IFA). EFA is related to guiding voice learners to place their 

attention externally, such as focusing on the goal of the task or the effect of a movement. In 

contrast, IFA involves guiding the learners to focus their attention internally on the various 

body parts and mechanical or micro-movements involved in voice production (Helding, 

2015, 2016; Treinkman, 2020; Crocco & Meyer, 2021). In other words, IFA is related to the 

skill-focused condition, whereas EFA is related to outcomes of the body movements. Studies 

specifically on the application of EFA and IFA principles in CCM voice training are 

minimal. Most of the studies (see discussions below) are related to Western classical vocal 

performance and training, and some studies contain contradictive and non-fact-based 

information. To detail EFA and IFA principles concerning vocal performance, the discussion 

below starts by looking at the literature related to how studies of the EFA and IFA principles 

were conducted on singers. This will be followed by a discussion of EFA and IFA principles 

in voice training. 

2.8.3 EFA and IFA Principles Conducted on Singers 

Atkins and Duke (2013) investigated the differences in tone quality among the 

different focus of attention conditions performed by 30 untrained singers. The study 

examined how focusing on internal and external loci would produce differences in vocal 

tone quality in untrained singers’ tone production. The researchers asked each participant to 
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sing a 3-note pattern a cappella on a continuous /a/ vowel under the following five focus of 

attention conditions:  

– Singing while feeling the vibrations on the throat with the palm of one hand.  

– Singing with the index and middle fingers placed on either side of the nose, singing

 while directing the sound to the fingertips along the zygomatic arch/cheekbone area 

 or ‘mask.’  

– Directing the sound to a microphone. 

– Directing the sound to a point on the wall across the room. 

– Baseline condition in which the participants received no focus instructions (Atkins 

 & Duke, 2013).  

Although the present study supports the research that shows the benefits of applying 

EFA in untrained singers, the researchers suggested that singers focus on the fingertips 

placed in the mask area or the cheekbone area of the face (internal) to improve their tone 

quality. This is a suggestion that was related to IFA and therefore contained contradictory 

information.  

The weakness with Atkins and Duke (2013) views mentioned above is that the 

researchers do not provide any further explanation for asking participants to focus on 

directing the tone on the mask area. They need to explain this because some scholars like 

Vennard (1968) propose that it is not possible to direct tone anywhere. After all, science has 

confirmed that tone will enter any spaces it can and vibrates the majority of the upper body 

and head bones. This is a view also acknowledged by McCoy (2019), who says that it is not 
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possible that anyone can place sound in their mask, on their hard palate, through the top of 

their head, or the elbow. The same author notes that these sensations, which result from 

forced resonance (the vibrations felt by singers in various body parts such as the head or 

chest), are not very reliable when employed for teaching. If one considers that sensations 

resulting from forced resonance cannot be perceived as reliable and differ from one 

individual to the next, requesting participants to focus their attention on fingertips located in 

the mask area, as was done in the Atkins and Duke (2013) study may impact the significance 

of the results.  

Atkins and Duke (2013) mentioned that the participants in their study were untrained 

musicians. However, the data from the study revealed that most of the participants had 

singing experience – four had singing experience, but no instrumental training and 12 had 

both singing and instrumental experience. In addition, the researchers also revealed that the 

‘untrained singers’ had nearly completed an entire semester singing as a class at the 

University of Texas, Austin. Recognising the contradicting and confusing information in 

their study, the researchers admitted the results of their study could not be generalized to the 

larger population of novice singers.  

Although Atkins and Duke’s (2013) study revealed that FAP could be beneficial in 

improving voice quality, the researchers proposed that future studies could connect effective 

pedagogical strategies to research in motor skill learning. They believe that this could 

provide greater insight into the process of learning music to improve the vocal tone quality 

of singers. The instructional strategies in the present study developed based on FAP can be 

considered helpful teaching material for singing teachers to guide learners to learn and 

improve CCM belt voice quality. 
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Later, Atkins (2017) conducted a study on the effects of FAP on tone production in 

trained singers. In this study, Atkins (2017) wanted to determine how and to what extent the 

tone quality of trained singers is affected by their focus of attention while singing. Twenty-

two trained singers participated in the study. Each singer was asked to perform four vocal 

tasks – a low pitch /a/ vowel, a high pitch /a/ vowel, ‘My Country Tis’ for Thee,’ and an own 

choice solo piece in the following conditions:  

i. Focusing their attention on the soft palate. 

ii. Vibrato singing.   

iii. Directing their attention to a tripod, placed 18 inches in front of them at mouth 

  height. 

iv. Directing their sound to a chair in the centre of the performance hall.   

v. Directing their sound to a paper on the back wall of the performance hall.  

vi. Focus on filling the room with their sound.  

Atkins’ (2017) study results revealed that the favourable ratings for vocal 

performance were high when the trained singers focused on directing their sound to a point 

at the back wall of the performance hall and focusing on filling the room with their sound. 

In contrast, the ratings were low when the trained singers focused on the soft palate, vibrato 

singing, tripod and chair, indicating the adverse effects of the vocal performance. These 

ratings reveal that vocal performance will be impeded if singers focus internally on the body 

part or parts (such as the soft palate in this study). However, it can be argued that Atkins 

(2017) study can be applied only to trained singers. Voice teachers may suggest that well-
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trained singers ‘project’ their sounds to the last roll or back wall of the concert hall without 

causing any vocal issues as they are well-trained and prepared for the tasks. Also, the study 

did not mention how the singers could focus on directing their sound further to the back wall 

and fill the room with their sound. This may indicate that the singers were well trained in 

singing, and they had the vocal techniques to accomplish the given tasks.  

Focusing on ‘directing’ the sound, ‘carrying’ the sound or ‘projecting’ the sound is 

generally suitable for trained voices (Di Carlo, 2007). Thus, it can be argued that singing 

teachers should first deal with novice singers based on the IFA principle in voice training, 

focusing internally on learning new voice technical skills, since voice training is about 

training muscles involved in making voice production (Saxon & Schneider, 1995). Also, the 

back wall of the hall is not related to any of the body parts. In this respect, there is no 

muscular training when singing teachers instruct learners to focus on directing the sound to 

the back of the wall or filling the room. EFA, in this sense, may not be appropriate for 

beginner singers; in particular, it is not in line with the pedagogical principle of voice training 

related to the necessary training muscles in voice production. Subsequently, Atkins (2017) 

recognised that her study was limited. Consequently, she recommended that further studies 

should explore FAP in vocal pedagogy (Atkins, 2017). The teaching guide in the present 

study contributes to closing this knowledge gap by exploring the application of FAP in 

teaching CCM belting singing. Thus, it serves as an extension to the FAP. 

Mornell and Wulf (2019) conducted a more recent study on how FAP affects musical 

performance. The researchers invited skilled musicians with a Western classical music 

training background to take part in their study. The study included skilled and very well-

trained musicians, including four singers with experience of concert performances and at 
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least 14.5 years of experience with playing instruments and singing. The participants were 

asked to perform complex pieces of music for several minutes. They also performed a well-

rehearsed advanced music piece of their choice under external and internal focus conditions. 

The participants were asked to play or sing expressively for the audience (external focus) 

and to focus internally on the finger movements (for instrumentalists) and lips movements 

(for singers).  

In the Mornell and Wulf (2019) study, the music performances received high ratings 

when the musicians focused on playing expressively for the audience (external focus) 

compared to the performances where the musicians were asked to focus on their fingers and 

lips movements (internal focus). Based on the result of the study, the researchers stated that 

the practice of external focus would enhance musical performance, increase the performer’s 

self-efficacy or confidence in performing. However, the researchers reported that the 

limitation of the study is that the conclusions could only be generalised for highly skilled 

musicians in performing complex music pieces. This indicates that the results could differ if 

the participants were musicians or singers with minimal technical training background and 

musicianship. This study is almost identical to the previous study conducted by Atkins 

(2017), where the participants were well-trained music performers. Mornell and Wulf (2019) 

did not address the issue related to where the singing teachers should suggest that the 

learners, particularly beginners, should focus or aim their attention while learning singing or 

belting skills. 

2.8.4 EFA and IFA Principles in Voice Teaching 

EFA and IFA principles on voice training were investigated by several researchers 

(Colton & Estill, 1981; Estill, 1994; Ohrenstein, 1999, 2003; Helding, 2015, 2016; Nix, 
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2017; Treinkman, 2020, & Crocco & Meyer, 2021). Even though all these studies share 

similar definitions of EFA and IFA and recognise the importance of applying these principles 

in voice teaching, there are certain areas where they differ. Most of these studies mainly 

focus on Western classical singing, and none of the studies provides any practical 

suggestions on applying these principles to voice teaching, particularly CCM belting singing. 

Also, some of these studies that suggest the IFA principle in voice training contradict the 

studies Atkins and Duke (2013), Atkins (2017), and Mornell and Wulf (2019) discussed 

above, where the researchers discovered positive results in voice quality with EFA. 

Early research in muscle feeling and control or craft with voice started in New York 

in the early 70s and continued until the late 70s (Estill, 1994; Steinhauer et al., 2017). 

Between 1972 and 1979, Raymond Colton, David Brewer, and Jo Estill studied four voice 

qualities associated with different music genres – speaking voice quality/speech, sob quality 

(art songs or lullabies), twang quality (country music), and opera quality (Estill, 1994; 

Steinhauer et al., 2017). Throughout the eight years of research, they observed that the velar 

port was closed when producing speaking voice quality, sob quality, and opera quality. 

However, it was open in nasal twang quality. In addition, the laryngeal height was lower in 

sob quality compared to speaking voice quality. The thyroid cartilage in speaking voice 

quality was vertical and tilted forward in a sob. Furthermore, these researchers observed the 

aryepiglottic sphincter was open for sob quality and constricted for twang and opera quality 

(Estill, 1994). Through the observations above, it is posited that the subjects in the studies 

had individual control of the voice muscles.  

Later, falsetto and belting voice qualities were investigated. In 1990, research was 

performed at the Institute of Kanazwa in Japan on respiratory and glottal controls of all the 
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six voice qualities. Estill (1994) revealed that in this study, the falsetto quality had very high 

airflow, while sob quality had the lowest. This suggests that the breath and structures in the 

larynx and vocal tract are controlled independently. Estill (1994) presented MRI data 

showing vocal tract differences between speaking voice quality and opera and the 

independent movement of the soft palate, tongue, vocal tract length, and aryepiglottic 

constriction. The same scholar reported that her research study showed that craft is the expert 

use of voice structures, and individuals can independently move the structures involved in 

voice production. Craft is about training singers in the knowledge of muscles that contribute 

to making voice production. It is about training them to have control over their voice 

mechanism. Particularly, craft involves training singers how to control, feel and get feedback 

from voice muscles. It explores the range of movement for each anatomical structure. It is 

about finding the moving parts that make voice loud, soft, clear, breathy, high, low are, and 

singing teachers should know which exercises and strategies to guide learners to build mind-

body connection and muscle memory in voice production and craft lies in the domain of 

motor learning (Steinhauer et al. 2017; Steinhauer & Klimek, 2019). Also, Estill (1994) and 

Steinhauer et al. (2017) agree that there is no speaking or singing without muscle movement. 

Although Estill’s (1994) study is related to motor learning and emphasizes the 

importance of teaching muscle feeling and controlling in voice production, the study covers 

only the instruction of directing learners to focus on the internal feedback or movement of 

the specific body parts involved in voice production. Estill’s (1994) study does not 

emphasize the aspect of EFA. This means that the study ignored what later scholars like 

Helding (2015) would conclude: EFA contributes positively to vocal health, thus, can be 

used in the voice studio to reduce unnecessary muscular tension. Since healthy voice 

production is essential in any style of singing, in particular high-intensity singing styles, such 
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as belting, the importance of EFA in teaching belting singing cannot be overlooked and 

should be included in teaching the singing style. 

Nix (2017) published an article regarding the application of motor learning principles 

in voice pedagogy. In the article, the same author mentioned that in the field of motor 

learning, voice teaching should be oriented toward how information should be delivered to 

students rather than how teaching could be structured for optimal student learning, thus 

suggested different singing exercises which are associated with motor learning theory, such 

as EFA and IFA in practising singing. However, there is contradictory and confusing 

information in Nix’s (2017) article. Initially, the author suggests that the principle of 

overloading can be applied in voice training. This means that singing teachers or singers 

should require greater work from a muscle or group of muscles in voice training. In the later 

discussion, the author contradicted himself, stating that the EFA principle is more effective 

in developing vocal skills. 

Another study regarding the benefit of including muscles feedback or IFA in voice 

teaching was done by Ohrenstein (1999). In this study, Ohrenstein (1999) stated that it is 

important for singing teachers to teach students to feel the muscles that contribute to voice 

production and how to feel them – an approach related to IFA. The same scholar further 

mentioned that this pedagogical approach might help learners consciously pay attention to 

the muscle movements, guiding them to be aware of the unwanted tensions caused by 

habitual singing actions and releasing them to ensure vocal health and free voice production. 

In her study, although it was related to Western classical singing, Ohrenstein (1999) provides 

a general view of the principle of muscle feeling and muscle feedback and discusses how 

these principles can be applied and explored in any music genre with positive singing results. 
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This view is in line with the recommendation from Crocco et al. (2020) that there are 

potential benefits to applying IFA to non-classical music genres. 

In Orenstein’s later written work (2003), she repeated the conclusions from her 

previous study done in 1999 that it is important to train voice learners to execute an exact 

and interactive set of coordinated muscular adjustments by applying motor learning theory 

in voice teaching. In addition, the same author extended her view by stating that the training 

of singers should focus on voice muscles and setting vocal goals in the learning process as 

‘…learning can be viewed as goal-directed activity’ (2003, p. 30). She stressed that one of 

the most important components in voice instruction is teaching the control of the voice 

muscles. Singing teachers should thus provide instructions to guide learners to distinguish 

the perceptions most relevant to the task at hand, such as the training of the chosen voice 

quality or vocal tasks for the chosen goal and encourage students to be aware of and identify 

the muscles movement and feedback for the chosen vocal goal and to promote vocal health 

as well as to block out the irrelevant information. This helps to enhance and develop learners’ 

perceptual awareness, identify the differences of the muscles activities, aiming and 

accessing, and strengthening the vocal system related to their vocal goals (Ohrenstein, 2003).  

From a pedagogical view, Ohrenstein’s (2003) study is consistent with the remarks 

later made by Green (2010), who said that teaching relies on what the people think as 

opposed to what one thinks. This view is identical to that of Nix (2017), who says that voice 

teaching should orient towards how information should be delivered to students rather than 

how teaching could be structured for optimal student learning. This means that learning is 

only useful when teachers know how to transfer the learners' knowledge (Helding, 2015). 
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This implies that singing teachers should usher learners to achieve the maximum of voice 

efficiencies and vocal goals. 

Based on the above discussion in Ohrenstein’s studies (1999, 2003), it can be seen 

that the author emphasized IFA in vocal teaching. Her published works mainly provide her 

views on the importance of muscle control and why this pedagogical concept should be 

included in voice teaching. Although all this information and the discussion of IFA can be 

valuable, it contributed little to the practical aspect of voice training. Information guiding 

teachers on how to train singers to control the muscles is not included. This is a view also 

acknowledged by Helding (2015), who suggested that the studies of voice science lie wholly 

within the realm of physical science, not learning science. Yet, both must be utilized in the 

training and learning of any performance art. Thus, there is a need to show teachers how to 

transfer the knowledge in voice teaching, including belting singing. Being aware of the 

potential benefits of applying FAP in voice training and singing, EFA and IFA principles 

can guide singing teachers training belters. Thus, exercises and strategies in the teaching 

guide will be developed based on these principles. 

Another study about motor learning principles and teaching singing was published 

by Crocco et al. (2020). The study was conducted in a Western classical singing community 

of classical singing teachers and students. Teaching instructions included in this study, such 

as ‘open your mouth more’, are not applicable to train belters as belting requires a brighter 

and narrower mouth space (see discussion on mouth posture in the thesis). Recognising this 

limitation, Crocco et al. (2020) recommended that singing motor learning include non-

classical music genres in future research studies, particularly FAP. In the study conducted 

by Crocco et al. (2020), the suggestion that singing teachers should develop a student's 
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perceptual awareness of vocal motor control, movements, actions and sounds by guiding 

them to feel and sense the voice muscles is a concept of IFA. This suggestion is similar to 

the craftwork by voice researcher Estill (1994) mentioned above. Estill (1994) and Crocco 

et al. (2020) share some similarities. Therefore, if the study from Crocco et al. (2020) 

recognised the efficiency of this principle of motor learning on Western classical singing 

teachers and students, this principle of craft or IFA can also be applied to guide singing 

teachers in teaching CCM and belting singing, since voice teaching is about training the 

muscles involved in vocal production. This is a view also acknowledged by Saxon and 

Schneider (1995) when they note that the idea that vocal pedagogy is merely about training 

muscles is simplistic. They add that skeletal muscles across the body are the same, and the 

rules applying to a certain group of muscles should apply to all the others. These scholars 

mean that the muscles involved in training Western classical singing can be trained to 

produce non-classical voice production. Also, Crocco et al. (2020) recommended the 

application of the motor learning principle on non-classical music genres. 

In a more recent study, Crocco and Meyer (2021) concluded that singing teachers 

should aim at directing the student’s attention externally rather than internally in voice 

teaching (Crocco & Meyer, 2021). This is a view contrary to that share earlier by Helding 

(2016), who reported this approach might not be advisable in training beginners. This is 

because when dealing with novice voice learners, singing teachers must first guide learners 

to establish a foundation of learned habits and gestures that become increasingly more 

efficient and habitual with practice. Thus, IFA is beneficial in the early stages of learning. 

Going back to the earlier definition of EFA, it can be noted that it is about guiding learners 

to focus on the goal of a task. If singing teachers give an instruction like ‘belt your high note 

like Christina Aguilera’ to untrained students without providing students with any 
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fundamental technical skills on IFA to achieve this vocal goal, students with no voice 

training background may not be able to do it. Concerning this idea, Scearce (2016) says 

when humans speak or sing, they hear their own voices through both born construction and 

external air (from the outside) and also through internal bone construction (from the inside). 

However, singers do not have the capability to hear their instruments in the same manner 

that those who play the flute or guitar hear theirs. Scearce (2016) says that this phenomenon 

forces the singer to depend more on sensation than sound for intrinsic feedback. Also, the 

singer may require extrinsic feedback from the instructor for developing the sensory 

responses for supporting the intrinsic aural feedback required for accurate self-assessment. 

FAP principles in teaching singing were also investigated by Treinkman (2020). The 

study investigated how often teachers applied the principles. The study involved 278 

participants. Most of the participants were experienced singers and had Western classical 

singing training. The singers were asked to write phrases or instructions that their studio 

voice teachers gave them regarding posture, breathing and support, tone clarity or onset of 

tone, space or resonance, articulation (consonants and vowels), and reducing tension. In 

Treinkman’s (2020) study, only half of the participants (50.83%) reported receiving EFA 

principles from their singing teachers during voice lessons. In her conclusion, the researcher 

mentioned that until more studies comparing the efficacy of varying attentional foci can be 

performed with singers, voice teachers should use the combination of EFA and IFA 

principles or Mixed Focus of Attention (MFA) in training learners. However, it needs to be 

noted that in Terinkamn’s (2020) study, most of the participants were experienced singers 

and had attended Western classical voice training. Although the study sample mainly 

involved experienced singers, it can be argued that the findings may have been different if 

the participants had no voice training background and had received non-classical music 
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voice lessons. Singing teachers need to apply the IFA principle to novice voice learners 

(Helding, 2016). In further explaining the importance of the IFA principle in teaching singers 

with limited vocal technical skills, Helding (2016) notes that when voice teachers train 

beginners, they need to start by establishing a foundation of learned gestures and habits that 

can progressively become more habitual and efficient with practice. The same scholar adds 

that it would be irresponsible to pressure beginners or those in the intermediate level, even 

though they are struggling, for the sake of going with the flow because doing so overlooks 

the fundamental reality that going with the flow is not a concept that should be emphasised 

in the early staged of learning. 

Since the belting teaching guide in the present study is made for beginner teachers 

and learners in teaching and learning belting singing, rationally, the development of the 

exercises in the teaching guide should only apply the IFA principle. However, considering 

that belting singing is a high-intensity type, the vocal health factor should be important. The 

aspect of vocal health in vocal training, regardless of whether one is talking about Western 

classical or non-classical music genres, should not be overlooked. The EFA principle can be 

used in the voice studio to reduce unnecessary muscular tension. Directing the attention of 

the inexperienced singers on the movement of the abdominal muscles rather than directing 

the attention to all the various mechanical movements may help release the tension. Also, 

releasing abdominal tension may release throat tension and lessening anxiety levels 

(Helding, 2015).  

Although the IFA principle, as discussed above, involves the pedagogical 

components suitable for novice learners, as noted by Helding (2016), attention coordination 

may be beneficial in the early stages of learning (Scearce, 2016). Since belting is a high-
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intensity singing style, teachers should guide students to produce a healthy belt voice. Using 

EFA and IFA principles or MFA may be more effective and beneficial for singing teachers 

and students. Thus, the MFA principle will be applied in developing the exercises in the 

present study’s teaching guide. Currently, there are few belting instructional materials 

developed based on the MFA principles. Applying these principles in the teaching guide 

developed in this study will expand motor learning theory, specifically FAP and contribute 

to new knowledge. 

2.9 Discussion 

Teachers need to investigate if the technical exercises they suggest in voice lessons 

are based on motor learning principles. Doing so shows that the voice experts have 

considered the important motor learning theory in voice training and know that the potential 

benefit of applying the principles of motor should not be overlooked (McCoy, 2016). This 

view is supported by Nix (2018), who mentioned that it is essential that all-singing teachers 

know the core principles of voice production and motor learning. Although studies reveal 

that the application of motor learning improves teaching and learning, instructional materials 

and writings on this aspect of pedagogy, particularly for CCM and belting singing, are very 

limited (Bergan, 2010; Crocco & Meyer, 2021). 

In reviewing motor learning principles used in training singing, most studies that 

focus on voice pathology and principles of EFA and IFA examine well-trained vocal 

performers and mostly singing Western classical singers. In these studies, suggestions on 

practical technical voice exercises for singing teachers, in a particular recommendation of 

instructional materials on CCM singing and belting are minimal (Colton & Estill, 1981; 
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Ohrenstein, 1999, 2003; Helding, 2015; Steinhauser, 2015; Nix, 2017; Steinhauer et al., 

2017; Crocco et al., 2020; Crocco & Meyer, 2021).  

Singing, including belting singing, is a complex process made up of many continuous 

muscular tasks, which all happen simultaneously. It is a learned behaviour that requires the 

integration of multiple motor, perceptual and cognitive functions (Pfordresher et al., 2015). 

As the literature reveals, principles of motor learning theory, specifically FAP, are beneficial 

in training singing and should be included in technical voice exercises and training. 

However, the studies conducted contain different results. Some EFA studies involving 

trained singers showed positive results in voice quality. However, other researchers 

concluded that IFA and MFA principles could be more beneficial for training vocalists. It 

needs to be noted that some of the researchers suggested that further research should focus 

on the exploration of FAP in vocal pedagogy and on non-classical singers (Atkins & Duke, 

2013; Atkins, 2017; Crocco, McCabe & Madill, 2020; Treinkman, 2020, 2021). Based on 

the largely unexplored motor learning principles in CCM voice pedagogy, it can be posited 

that singing teachers can benefit from instructional materials, such as the one being 

developed in this study, which are framed within the principles of motor learning theory. 

The MFA principle is developed and served in the theoretical framework as an impetus for 

a fact-based voice pedagogy. The teaching guide will extend and build upon existing 

theoretical principles on motor learning theory for how this might guide singing teachers in 

teaching CCM belting singing. Figure 2.6 below summarises the literature review done in 

the present study. 
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Figure 2.6: Literature Review 
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2.10 Conclusion 

This literature review has demonstrated that existing literature predominantly 

focuses on classical singing, with CCM singing and belting primarily overlooked. This 

makes it challenging for vocal teachers to develop effective evidence-based training models 

for contemporary students interested in belting skills. A range of studies has distinguished 

belting from classical singing, emphasising the risks linked with belt voice production. 

However, only a handful of studies have focused on sharing clear guidelines for safe and 

effective training on the voice muscles involved in belting singing. This is viewed as an issue 

given the rising popularity of CCM singing and belting, along with the escalating demand 

for voice lessons from vocal teachers qualified to teach belting. While the literature on 

belting technique and pedagogy remains contradictory, it is most likely that vocal teachers 

would remain uncertain of the best methods to use when teaching their students to belt. This 

highlights a pressing need for greater clarity and the development of evidence-based belting 

guidelines, especially for vocal teachers at schools and universities who are not specialised 

in the belting technique. 

The studies discussed in this literature review primarily address belting from two 

perspectives. The first is the forward tilt of the cricoid cartilage, which is associated with 

yell-like belt voice production. The second is the interaction between chest and head voices, 

which is linked with belt-mix voice production. The literature review in this chapter has also 

demonstrated that the existing studies have failed to provide sufficient details on the most 

effective techniques that can be taught or produced. Therefore, these shortcomings are 

addressed by developing a comprehensive teaching framework and descriptive guidelines to 

achieve various belt styles and tones in the present study. 
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CHAPTER 3  
 
 

METHODOLOGY 

3.1 Overview 

This chapter focuses on the approaches taken by the researcher to meet the objectives 

of the present study and answer the research questions. As a result of the lack of instructional 

materials on belting singing and the increasing demand for CCM belting singing (see 

Literature Review), singing teachers, specifically those with limited knowledge in CCM 

singing styles, may find themselves in a weak position when it comes to training the belting 

technique due to lack of expertise. This study investigates how a singing teacher perceives 

the belting teaching guide of the current study as it applies to training CCM belting singing. 

The belting teaching guide comprises technical exercises as well as strategies based on MFA. 

This study explores a singing teacher’s perceptions of the teaching guide in an actual one-

to-one teaching situation. The teaching guide may solve the current challenge related to the 

need to formulate a training method for belting, especially among non-CCM trained singing 

teachers. 

This chapter consists of approaches related to two phases based on the aims in the 

study. The first phase involves developing and evaluating the content in the teaching guide. 

The second part explores the singing teacher’s perceptions of the teaching guide. The chapter 

begins with the first phase that involves evaluating the content of the teaching guide. This 

part explains the aspects related to the development of the belting teaching guide, selecting 

voice experts, the open-ended questionnaire, data-collecting process, data organisation – 

expert review data sheet, and revision of the teaching guide. The second phase will discuss 

the methodology used in this research. This phase will explain how second phase research 
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is conducted, focusing on research design, selecting the singing teacher, data-collecting 

instruments, data-collecting processes, data analysis, and data validation.  

The participants in this present study were selected based on their voice teaching 

background, experience with belting singing, and their willingness to participate in the 

research work. The homogenous non-probability sampling approach was adopted for this 

study. This approach involved the recruitment of participants who share similar attributes 

and backgrounds (Patton, 2015). The selected participants in both phases comprised of vocal 

teachers, voice experts, and singing students. The criteria used in selecting the participants 

in the first and second phases is discussed in the section dealing with the selection of experts 

and singing teachers, respectively. 

3.2 First Phase 

3.2.1 Developing the Belting Teaching Guide 

To link voice science and motor learning theory to voice practice, the teaching guide 

was developed based on three main aspects. The first is the fact-based information about belt 

voice production, including an anatomical explanation of voice mechanism and body parts 

involved in creating belt voice production. The development of the teaching guide based on 

this information guides singing teachers to understand the differences in voice muscles, 

including voice qualities and articulators involved in making belt voice production. With 

this recognition, singing teachers can apply the appropriate technical skills in teaching 

belters. This broadens their teaching skills more practically, enabling them to attain their 

desired outcomes with ease. The second aspect is the MFA principle, which lies in the 

domain of motor learning theory. Exercises and strategies, including warm-up and cool-

down exercises in the teaching guide, were practically developed based on this principle. 
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The compiled information, both fact-based practical guidelines and how-to-teach approach 

(MFA in the field of motor learning theory), may show singing teachers that the CCM belting 

singing technique is neither foreign nor harmful, but one to be embraced. The proposed guide 

offers singing teachers an opportunity to expand their scopes to teach the belting technique 

to their students. Diagrams are embedded in the teaching guide to offer a more 

comprehensive belting pedagogy. The body of the teaching guide is in Appendix 42. The 

third aspect is the cognitive load theory, which is discussed in greater detail below.  

3.2.2 Cognitive Load Theory 

Learners must process instructional information in working memory, which can 

actively hold information in mind and is related to information processing (Lisman, 2010; 

Sweller et al., 2011; Debue & Leemput, 2014). The amount of new information that working 

memory can process and stored at one time is related to cognitive load theory (Cognitive 

Load Theory, 2017). Cognitive load theory (CLT) is a learning and instruction theory first 

developed by Sweller (1988). The theory describes instructional design implications of a 

model of human cognitive architecture based on a permanent knowledge base in long-term 

memory and a temporary conscious processor of information in working memory (Sweller, 

1988; Kalyuga, 2011). In other words, CLT is a theoretical framework grounded in the 

learner’s cognitive architecture that assumes that working memory is minimal in storing and 

processing information and long-term memory has an unlimited capacity, being able to store 

an almost limitless amount of information. Thus, the CLT predicts learning outcomes by 

considering the capabilities and the limitations of this architecture (Takir & Aksu, 2012).  

Based on CLT, processing too much information at once can lead to a cognitive 

overload in working memory. Since learning takes place by transferring pieces of 
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information from working memory to long-term memory, the expansion of long-term 

memory can be achieved by reducing the load that the working memory has to deal with. 

Development educational materials should take account of the instructional techniques, 

recommendations, and strategies that fit within the characteristics of working memory to 

maximise learning. Leaving sufficient cognitive resources in working memory to process 

new information is one of the core objectives of designing educational instructional materials 

(Orru & Longo, 2019).  

According to Sweller (1988), it is reasonable to suppose that an increased number of 

statements in working memory increases cognitive load. When the cognitive load exceeds 

processing capacity, learners may struggle to complete the activity successfully. Similarly, 

learning will be hampered if a learning task requires too much capacity (De Jong, 2010; 

Shibli & West, 2018). This view is supported by Smith and Ragan (1999), who mentioned 

that a high cognitive demand on learners’ working memory, particularly for learners who 

are learning new knowledge with a large amount of information, can result in cognitive 

overload emotional frustration.  

Since working memory has a limited capacity, instructional methods should avoid 

overloading it with additional activities that do not directly contribute to learning. In a similar 

vein, De Jong (2010) proposed that material containing many interactive elements is 

regarded as more complex than material with a smaller number of elements or low 

interactivity. Thus, when teaching complicated topics and developing instructional 

materials, instructors should be sensitive to the complexity of the materials and seek out 

ways to make the materials easier to understand, such as using multiple examples in the 

instructional materials, graphics, or other aids, so that learners are not overloaded, and they 
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can grasp the presented concepts (Smith & Ragan, 1999; Rothwell, 2008). CLT makes 

specific instructional design prescriptions for managing working memory load a vital issue 

for successful learning and performance (Kalyuga, 2011). 

The implications of the CLT theory are relevant for developing the teaching guide. 

As mentioned, belting singing is a very demanding and complex vocal task; teachers who 

are new to teaching belting singing may face difficulties learning the exercises and 

approaches that involve the acquisition of instructing various belting technical skills. Thus, 

to avoid dumping too much information on singing teachers, developing and structuring the 

teaching guide in this study will seek to minimise the learners’ cognitive load. This involves 

breaking down the subject content and sequencing the delivery so that sub-tasks are taught 

individually before being explained together (De Jong, 2010; Shibli & West, 2018). In other 

words, the development of the belting exercises in this teaching guide will break down larger 

chunks of information into smaller chunks. This approach was also used in planning the 

lesson with the singing teacher in this study so that the participants would learn new skills 

more effectively (see discussion on page 152 and Appendix 16). 

Because the singing teacher had minimal knowledge of CCM belting singing and 

teaching, belting is considered a new skill. Consequently, the teaching guide's vocal 

technical skills will be subdivided into smaller parts before they are combined in teaching 

belting singing. This act helps to reduce learners’ intrinsic cognitive load 2 (De Jong, 2010, 

p. 106). 

 
2 There are two frameworks in cognitive load theory, intrinsic and extrinsic (Kalyuga, 2011; 

Shearer, Yu & Peng, 2021). Intrinsic cognitive load is the information that the learner needs 
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One of the examples that can be applied in developing the belting exercise is first 

instructing learners to find a high-larynx posture. This exercise suggests that the learner 

should touch the larynx and feel the movement of the larynx by thinking of swallowing. 

These two instructional acts help learners to find an elevated larynx posture without 

overloaded them with information. This view is in line with that of Kalyuga (2011) who 

mentioned that it is vital to provide all the necessary resources to accommodate this load 

(intrinsic cognitive load) without exceeding working memory capacity limits. 

In addition, specific anatomy explanations and vocal technical exercises will be 

presented in the teaching guide with easy-to-understand language, coloured images, and 

diagrams. The anatomical and instructional tools and technical exercises are developed 

related to teaching belt voice production. Non-related and unnecessary belting teaching 

materials and information such as singing legato lines, vibratos exercises, and deep breathing 

exercises are excluded in the teaching guide. This type of instructional format, such as using 

easy-to-understand language, focuses on belting pedagogical materials and is equipped with 

coloured images that may help reduce extraneous cognitive load and thus contributes to 

effective learning (National Academies of Sciences, Engineering, and Medicine, 2018; 

 
to acquire for achieving learning goals. It is described as the load caused by the internal 

complexity of the learning materials (Kalyuga, 2011). Extrinsic cognitive load (ECL) is 

associated with cognitive processes that are not necessary for learning and are invoked by 

suboptimal instructional designs (Kalygua, 2011). ECL is the load generated by the way the 

structure or manner of the instructional materials are presented and it is not helpful in 

learning (Sweller, Ayres & Kalyuga, 2011; Kalyuga, 2011). 
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Hadie, 2020). In addition, using direct and easy-to-understand language to develop the 

teaching guide may solve the problem of the complexity of language and terminologies used 

in voice science research in explaining belting because complicated words and unfamiliar 

terms hinder learning (Leutner et al., 2014). 

3.2.3 Selecting Voice Experts 

To ensure that the teaching guide offers reliable and credible instruction for vocal 

teachers, two voice experts were selected for the formative evaluation of the material. During 

the expert review process, conducted before the second phase, an initial draft of the 

instructional material was presented to relevant experts to assess its merits and drawbacks 

(Smith & Ragan, 1999; Tessmer, 2005). The expert review made it possible to determine 

both the technical quality of the material and the accuracy of the content contained within 

the guide (Tessmer, 2005).  

An expert is an individual with specific experience, skills, and knowledge in the 

selected subject matter. Examples of experts include teachers, technical professionals, 

instructional designers, and those operating in other specialised roles (Smith & Ragan, 1999; 

Tessmer, 2005). Tessmer (2005) prescribed that designers should consider the type of insight 

they wish to gain and the persons most suitable to provide that insight when selecting an 

expert. Given that the teaching guide developed in this study focuses on teaching the belting 

technique, it is imminent to gain information on the accuracy of the content and the 

effectiveness of the exercises and strategies. Therefore, two experts were selected based on 

the following criteria: 

i. At least 20 years of voice teaching experience in CCM singing. 
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ii. Experienced in teaching the belting technique, specifically. 

iii. Knowledge of fact-based voice pedagogy. 

iv. Willingness to evaluate the teaching guide and contribute to the research. 

The selected voice experts were contacted via email to explain the nature and the 

objectives of this study before the evaluation was sent to them. The in-depth evaluation 

questionnaire and a letter of consent from the university were attached along with the 

teaching guide. The experts involved in the evaluation of the teaching guide carried out their 

assessment independently. To honour the confidentiality of the participant information, letter 

names have been assigned to each participant (e.g. Voice Expert A). Their name and 

professional teaching background are provided as described below. 

3.2.4 Voice Expert A 

Voice expert A is a seasoned voice performer and instructor who gained her early 

education in psychology and pedagogy before obtaining her degree in singing and piano at 

the Royal Danish Academy of Music (Aarhus Conservatory) in 1988. During her 25 years 

of professional experience in the field of voice performance and teaching, she has taught in 

various conservatories, theatre schools, and music schools. She has also spent many years 

working with performers in the field of disordered voice rehabilitation, alongside 

Copenhagen-based Phoniatrician Dr. Svend Prytz. She has enjoyed a successful pop-jazz 

performance and composition career in Denmark, making numerous appearances on 

television and at public events. Today, she coaches voice performers across a wide range of 

styles, from opera and musical theatre to jazz, soul, rock, and pop. 
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3.2.5 Voice Expert B 

Since graduating from the Royal Danish Academy of Music and subsequently being 

trained in the Estill Voice Training (EVT) method by Jo Estill in New York, she has gained 

over three decades of experience in voice performance and instruction. Today, she is a highly 

experienced practitioner of EVT, having taught over 200 programmes in countries all over 

the globe, including Austria, Germany, France, Belgium, the Netherlands, Denmark, 

Sweden, Finland, Norway, Russia, Estonia, Latvia, and the Ukraine. Along with EVT 

instruction, she has also presented many educational courses and seminars, taught at a 

number of music schools, as well as held positions as a vocal teacher in Copenhagen at the 

Department of Musicology, the Rhythmic Music Conservatory, and Royal Danish Academy 

of Music. 

3.2.6 Questionnaire Design 

Whilst the expert review process is extremely valuable in instructional design, 

Tessmer (2005) cautioned that experts can provide an overwhelming amount of information 

and feedback due to their extensive knowledge and experience in the field. Therefore, open-

ended questions were employed in this study, which is in line with the considerations 

advanced by Smith and Ragan (1999) and Tessmer (2005). In particular, the questionnaire 

included items that were able to determine: 

i. Problems (e.g., accuracy and logic) 

ii. Usability/acceptance (e.g., how relevant the exercises are to real-world  

  scenarios) 

iii. Expert approval (if the exercises and strategies are engaging or beneficial) 
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iv. Suitability for target learners (if the teaching guide is appropriate for vocal 

  teachers interested in teaching belting) 

The following presents an outline of the content included in the expert evaluation 

questionnaire. 

Table 3.1: Formative Review Questionnaire 

Please read through the teaching guide, make necessary comments on the teaching guide, 

and lastly, answer the following questions:  

1. Please examine the structure used to develop the belting guideline. Do you feel that the 

structure is organised in a logical way?  

2. This teaching guideline includes cool-down exercises, as the author believes that 

cooling down the vocal muscles is as important as warming them up. Do you believe that 

cooling down is relevant when teaching belting? Do you like the warm-up and cool-down 

exercises to be included in the teaching guide?  

3. Are there any technical skill that is left out of the teaching guide that you believe should 

be included?   

4. Please review each section of the teaching guide. How clear do you feel the teaching 

materials and explanations are?  

5. What aspects of the teaching guide that you like and dislike?  

6. The main aim of this teaching guide is to equip classically-trained teachers with the 

knowledge and techniques needed to teach belting effectively and safely. Do you believe 

that the teaching guide contributes to pedagogical knowledge for classical singing 

teachers?  
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Table 3.1 continued 

7. Please provide other suggestions or comments you may have, including any related 

teaching strategies and/or technical skills that you feel should be implemented to improve 

this guide. 

 

3.2.7 Data Processing 

Expert reviews and questionnaires are typically used in formative evaluation. Data 

for expert reviews may be collected in person or written format. It can also be collected 

through interviews, questionnaires, and observation in formative evaluation (Ross & 

Morrison, 2010; Dick et al., 2015, Tessmer, 2005, Herman et al., 1987). Face-to-face 

interviews, online meetings and in-depth questionnaires were used in this study to gain 

clarification and further comments on the feedback provided by the experts. The experts 

were asked first to read the teaching guide in full, leaving comments as they progressed 

through the guide, and later, complete the attached questionnaire. Upon receiving the 

completed questionnaires, face-to-face and online interview sessions were held to discuss 

the teaching guide. During the discussion, suggestions to improve the material were made. 

3.2.8 Data Organisation 

The feedback gained from the voice teaching experts was transferred to a data sheet 

(see Appendix 8). The data sheet was used to summarise and assess the information gained 

from the questionnaire, face-to-face and online interviews. This offered insights that resulted 

in some amendments to the initial teaching guide. 
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Table 3.2: Expert Review Data Sheet 

Question Expert A Expert B 

1. Please examine the structure used to 

develop the belting guideline. Do you feel 

that the structure is organised in a logical 

way? 

  

2. This teaching tool includes cool-down 

exercises because the author believes that 

cooling down the vocal muscles is as 

important as warming them up. 

Unfortunately, Western vocal pedagogy 

often overlooks this aspect. It is only 

starting to be mentioned in some sections 

of literature in recent times. Do you 

believe that cooling down is a relevant 

aspect in teaching belting? 

  

3. Is there any technical skill left out of the 

teaching guide that you believe should be 

included? 

  

4. Please review each section of the 

teaching guide. How clear do you feel the 

teaching materials and explanations are? 
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Table 3.2 continued 

5. What aspects of the teaching guide that 

you like and dislike? 

  

6. The main aim of this teaching guide is 

to equip classically-trained teachers with 

the knowledge and techniques needed to 

 teach belting effectively and safely. Do 

you believe that the teaching guide 

contributes to pedagogical knowledge for 

classical singing teachers? 

  

7. Please provide other suggestions and 

comments, including related teaching 

strategies and technical skills which could 

be implemented to improve this guide. 

  

 

3.3 Second Phase 

This section provides details of the methods used in this research. It explains how the 

study's second phase was conducted, focusing on research design, sampling, data-collecting 

instruments, data-collecting processes, data analysis, and data validation. 

3.3.1 Revising the Teaching Guide 

Based on the feedback and verbal suggestions retrieved from the voice experts (see 

Appendix 9), the researcher revised and modified the content of the teaching guide. The 
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improved teaching guide was then handed to the selected singing teacher whose lesson 

would be observed. As discussed below, the singing teacher was requested to teach her 

students a belting singing technique based on the revised teaching guide in terms of its utility 

and applicability. 

3.3.2 Research Design 

3.3.3 Overview 

Studies within the educational and social science domains are primarily based on 

either positivist or interpretivist paradigm (Dash, 2005; Taber, 2013). Positivist research is 

characterised by the collection of quantitative numerical data and the use of statistical 

analysis. On the other hand, interpretivist research is characterised by collecting qualitative 

data to gain insight into human language, feelings, ideas, and meaning. Positivist research 

aims to predict future events, whereas interpretivist research seeks to gain a deeper 

understanding of the target respondents or population's lives, behaviour, and interactions 

(Costley et al., 2010).  

Being grounded in natural science, the positivist paradigm views individuals as 

research objects, with the researcher’s values and perspectives separated from the research 

itself. Hence, positivist researchers assert that knowledge of the social world can be gained 

only through objective evidence that can be seen and measured. On the contrary, the 

interpretivist paradigm views individuals as the study participants. According to Stuart et al. 

(2015), interpretivists assert that there is no single social reality but multiple realities that are 

determined by one’s own experience, with knowledge being ‘socially constructed through 

interaction’ (Tracy, 2013, p. 41). Interpretivists consider the researcher as an active 

influencer of the research itself, with the researcher’s value playing a central role in the 



107 

direction of the study. In essence, the interpretivist upholds that the social world can only be 

understood through the way it is interpreted by those within it. Thus, knowledge obtained 

through the interpretivist paradigm seeks descriptive information instead of seeking 

generalised patterns or data (Stuart et al., 2015).  

Based on the interpretivist paradigm, the present study aims to explore the 

perceptions and gain a deeper understanding of the experiences of singing teachers in using 

the teaching guide on teaching the belting singing technique. This study precisely sought to 

comprehend the singing teacher’s thoughts, feelings, explorations, and learning processes in 

light of teaching belting singing. It would have been impossible to achieve this aim using 

the positivist paradigm. 

3.3.4 Research Framework 

3.3.5 Case Study 

The method used for the present study was the case study approach. A case study is 

defined by Creswell (2009, p. 13) as ‘a strategy of inquiry in which the researcher explores 

in depth a program, event, activity, process, or one or more individuals.’ It was appropriate 

to select a case study approach for this research because the researcher wanted to examine a 

fine-grained level of detail regarding the case and explore a singing teacher's perceptions of 

the teaching guide performed in an actual teaching setting. This provides researchers with a 

deeper understanding of the subject they are exploring (Gustafsson, 2017). Also, according 

to Ozcan et al. (2017), a single case study can be conducted when the case or a study has not 

been accessible to researchers before or when the case is unusual and may not be readily 

observable to outsiders. The same scholars also say that a single case study is suitable in 

cases where multiple cases may not exist, or other methods such as extensive sample 
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statistical studies cannot be used for these reasons. In such cases, studying a single case is 

enough to produce and expand a new theory. 

In the present study, the researcher sought to explore the perceptions and views of a 

singing teacher about the belting teaching guide on a tiny group of participants. Based on 

the discussion in the literature review chapter, most of the voice science studies were 

conducted on scientific aspects of belt voice production, which contributed minimal 

knowledge on the pedagogical component of teaching belting singing, on the other hand, 

some voice studies on FAP principles were either conducted on Western classical singers or 

emphasise only on one aspect of the principle: either the external or internal focus of 

attention principles. These studies presented very insufficient information on CCM singing 

techniques, such as the CCM belting singing technique. Therefore, as recommended by some 

of the current studies (see Literature Review), future research studies should investigate and 

explore FAP principles on CCM singing and vocal pedagogy because very few studies were 

conducted in these two scopes. Thus, it can be posited that a study such as this has not been 

explored by other researchers before. Also, this study could be considered unusual due to 

the background of the singing teacher, who was classically trained with minimal knowledge 

of belting singing and teaching but interested in exploring CCM belting pedagogy. This 

study is also unusual because it is unlike studies discussed in the literature review where 

studies were conducted by Western-classical trained researchers on classically trained 

singers with classical-singing based results and findings (for example, studies conducted by 

Helding, 2016 and Treinkman, 2020).  

Therefore, the single-case study approach in this study could provide an effective 

means for bridging the gap between theory and practice, allowing instructional designers, 
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such as the researcher in this study, to experience the designed teaching guide and to explore 

the singing teacher’s views of applying the developed exercises in situations as close to real-

life as possible (Ertmer & Russell, 1995). Applying the MFA principle to an actual voice 

practice session through a case study approach may provide a link to connect this principle 

to voice pedagogy practice. The theory component in this study is the MFA principle, which 

lies in the domain of motor learning theory. The practical component is the training of belting 

singing. Using the case study approach, the researcher can experience the developed belting 

teaching guide in an actual teaching situation. The case study approach also draws attention 

to the question of what especially can be learned from the single case (Stake, 2003). Using 

a case study approach may guide the researcher to explore the singing teacher’s and students’ 

views on applying the MFA principle in teaching or training belt voice production, providing 

the researcher with a greater depth and detail about the case (Payne & Payne, 2011). Thus, 

the researcher can question old theoretical relationships such as the use of FAP in training 

singing and explore new ones, such as the application of MAF principle for teaching belting 

in this study, making it possible to come up with more reliable conclusions. Also, with a 

single-case study, the researcher had more observation time and was more careful when 

studying the case, ensuring confidence in the study's representativeness (Gustafsson, 2017). 

Investigating the application of the MFA principle in an actual teaching situation 

made it possible for the questions in this study to be answered. Answering the questions 

would determine if the principle can be recommended for future studies on teaching other 

CCM styles such as rock and heavy metal. This is a view in line with Yin (2018), who 

mentioned that case studies, including single case studies, are generalizable to the theoretical 

proposition; thus, in doing case studies, the goal is to expand and generalize theories (Yin, 

2018). Researchers can use a single-case study to determine if the theoretical propositions 
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are correct and generalize a particular set of results to expand existing theories (Woodside, 

2010; Yin, 2018). Based on the studies discussed in the literature review chapter, several 

scholars reported the benefits of applying the combination of EFA and IFA principles or 

MFA in training Western classical singers, specifically novice singers, thus, recommended 

that there is a need for future research on MFA in non-classical voice training (Crocco, 

McCabe, & Madill, 2020; Treinkman, 2020, 2021). The Single-case study approach in the 

present study was used to examine whether the theoretical propositions of using MFA in 

training Western classical singing techniques have similar benefits when applied in teaching 

CCM belting singing. This knowledge would help expand the MFA principles used in 

teaching Western classical singers to use in teaching CCM belters. From the conclusions, it 

could become clear what the case study shows about the MFA principle and whether such a 

principle can be applied in other similar circumstances (Yin, 2010). Based on the reasons 

above, the single-case study research design is appropriate for the present study. 

A single-case study can represent a significant contribution to knowledge and theory 

building by confirming, challenging, or extending the theory. A single case study research 

opens a black box by looking at more profound causes of the phenomenon. The case data 

can identify patterns and relationships, allowing the researcher to extend theory (Fiss, 2009; 

Gomm et al., 2009).  

A single-case study such as the one carried out in this study can help to refocus future 

investigations in an entire field (Yin, 2018). To increase the construct validity of a case study, 

it is important to establish a clear chain of evidence to allow the readers of the case to 

reconstruct how the researcher moved from the initial research questions and reached the 

final conclusions. For this purpose, respondent validation, audit trail, prolonged engagement, 
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and triangulation are required procedures. This carefulness in developing constructs, 

measures and testable theoretical propositions allows the inductive case study to be aligned 

with credible scientific streams of research (Mariotto et al., 2013).  

3.3.6 Sampling: Selecting the Singing Teacher and Students 

A research sample serves as a representative portion of a larger population, whilst 

sampling refers to the method applied to select the sample population (Fink, 2003). Sampling 

can be categorised into two broad types: probability and non-probability sampling. 

Probability sampling entails the objective selection of participants with an equally random 

chance of being selected (Etikan et al., 2016; Fink, 2017). On the other hand, non-probability 

sampling involves a non-random and subjective selection of participants (Mujere, 2016). 

Since the aims of this study are to develop a belting teaching guide and to get insights from 

a singing teacher’s perceptions of the teaching guide, non-probability sampling is used. 

The development of the belting teaching guide in the present study targets singing 

teachers with minimal knowledge in CCM belting singing and pedagogy but would like to 

learn the teaching skills. Thus, the criteria used to recruit the participants stipulated that the 

recruitment would be restricted to singing teachers with very little knowledge in CCM 

belting singing and teaching but are interested in teaching belting singing. The researcher 

deliberately selected these elements because of the interest to investigate the application of 

the teaching guide (developed by using MFA principles) and the need to get a deeper 

understanding of the phenomenon. Hence, the type of non-probability sampling used in this 

study is purposive sampling. The purposive sampling approach was adopted for this study 

because it relies on the judgement of the researcher with regards to selecting the 

characteristic of the people involved in the study and to produce a sample that can be 
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logically assumed to be representative of the population defined by the sample selection 

criteria (Battaglia, 2011; Andrade, 2021). According to Gray (2014), even one single case, 

such as the single case in this study, can provide very rich information if the particular person 

is selected purposefully. The selected singing teacher in this study could represent the 

singing teachers who share similarities of the background mentioned above and 

characteristics. 

The selected participants in both phases were comprised of vocal teachers and voice 

experts. The lists of criteria used to select the participants in the first phase were discussed 

earlier in this chapter, and the selection of the singing teacher for the second was made in 

the following manner:  

i. Willingness to participate in the research. 

ii. Obtained Western classical singing training. 

iii. Had very little or no experience in teaching CCM belting singing. 

iv. Willingness to learn CCM is belting teaching methods despite limited  

  knowledge. 

v. Could offer one-on-one actual singing lessons. This was to avoid bad internet 

  connections that could cause the audio and video to be choppy, leaving the 

  participants in this study and the researcher confused with the important  

  information and missing important singing demonstrations during the online 

  lesson. Audio lag and audio quality were significant problems with the online 

  singing lesson (Browning, 2018). 
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Due to the Covid-19 pandemic and the responsibility as an individual to help to 

prevent the spread of Coronavirus, the researcher took the following considerations into 

account when selecting the participants in the second phase: 

i. To reduce the risk of the participants quitting the research, the selected  

  singing teachers must have received one dose of vaccine. Selected students 

  were expected to adhere to Covid regulations fully. This means that the  

  singing teacher and students who were not 100% sure of their health were not 

  considered. Singing teachers and students that had recovered from Covid-19 

  would also not be considered. 

ii. Singing teachers had to be able to provide a teaching place that could 

accommodate three people, including the researcher. This requirement was 

put in place to follow the Covid-19 regulations. Singing teachers teaching in 

smaller rooms would not be considered.  

iii. Familiarity with online tools (Zoom meeting, for example), having a good 

WIFI connection for online lessons/suitable, and Internet bandwidth was a 

requirement. This was to avoid latency issues and to make sure the 

observation could be done online. Even though the lessons were to be done 

face-to-face, the researcher needed to have a contingency plan, just in case 

regulations changed and made face-to-face interaction impossible.  

iv. Singing teachers who could offer one-on-one voice lessons were being  

  considered. This was to avoid the risk of spreading Covid-19 infection when 

  learners are taught in groups. 



114 

Based on the above criteria and dealing with the constantly changing rules and 

regulations due to Covid-19 and the possible implementation of travel restrictions and 

obtaining detailed information through actual one-on-one interviews and teaching 

observation sessions, the researcher considered selecting singing teachers who could offer 

live singing lessons. Apart from the above-mentioned audio lag and audio quality problems 

with online lessons (Browning, 2018), the researcher wanted to observe the teaching sessions 

on body, head and neck posture; live teaching lessons are more suitable for this observation. 

Consequently, the researcher narrowed the search scope to find singing teachers from the 

Bundesverband Deutscher Gesangspädagogen (https://bdg-online.org/) by city.  

From the search, only one singing teacher who fulfilled the criteria mentioned above 

was found and interested in participating in this study. To honour the confidentiality of the 

participant information, letter names have been assigned to each participant (e.g. Singing 

Teacher A). After getting the participating teacher’s permission, the researcher briefly 

informed Singing Teacher A of the nature and the objectives of this study via Facebook 

messenger, followed by a telephone conversation before arranging the first face-to-face 

meeting. 

During the first meeting, the researcher provided Singing Teacher A with further 

information regarding the research study and re-confirmed the permission given to conduct 

the case study at her voice studio. Along with the teaching guide, a letter of consent from 

the university and consent forms were attached and signed. Singing Teacher A received a 

copy of the consent form. The section below provides her professional singing and teaching 

background, explaining why the specific teacher was appropriate for this study (see criteria 

mentioned above). 
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3.3.7 Singing Teacher A 

Singing Teacher A was trained as a Western classical singer. She was an opera chorus 

singer for more than 25 years and had a huge repertoire in performing Western classical 

music. Some of the opera productions she was involved in include ‘Carmen’, ‘Un ballo in 

Maschera’, ‘Dialogues des Carmélites’, ‘Tannenhäuser’, ‘Pagliacci’, ‘Cavalleria 

rusticana’, ‘Eine Nacht in Venedig’, ‘Nabucco’, ‘Freischütz’, ‘Il Trovatore’, ‘Fidelio’, 

‘Rigoletto’, ‘Tosca’, ‘Les pêcheurs de Perles’, ‘Les brigands’. Currently, she is offering 

private singing lessons. Due to the high demand for learning CCM singing and belting, she 

also offers CCM singing lessons. However, her earlier voice training background and 

experiences as a chorus singer in an opera house did not adequately support her teaching 

CCM singing, particularly belting singing.  

Singing Teacher A would like to learn the technical skills associated with belting 

singing. In addition, the teacher had three beginner students interested in learning belting 

singing techniques (Student A and Student C were female singers, Student B was a male 

singer). The teacher and all of her students had very limited experience teaching and learning 

belting singing techniques, thus fitting into the present research’s question. The initial 

arrangement was to have only one singing teacher and one student (Singing Teacher A and 

Student A). However, after gaining very positive experience with Student A, Singing 

Teacher A persuaded Student B and Student C to participate in the study. Students B and C 

agreed to participate in this study based on the condition that the researcher could only 

conduct interviews and observation sessions with them. 
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3.3.8 Student A 

Student A was waiting for admission to a degree programme in education. She was 

19 and a beginner in belting. She had no belting singing training before but would like to 

learn how to belt. She started singing lessons with Singing Teacher A in June 2021, where 

the lessons were conducted online using Zoom meetings. She met Singing Teacher A once 

a week for a 60-minute lesson. Student A had a six-week break from 05.07.2021 to 

17.08.2021 before starting her first face-to-face lesson on 23.08.2021. 

3.3.9 Student B 

Student B was a social worker at the youth welfare office. He was 31 and new to 

belting singing. He started singing lessons with Singing Teacher A in August 2021, however, 

his first belting lesson was on 03.09.2021.  

3.3.10 Student C 

Student C was a beginner in belting singing. The 26-year old student was a nursery-

school teacher. Although Student C sang a lot with children, she would like to learn the 

belting singing technique. She started singing lessons with Singing Teacher A in August 

2021 and her first lesson on learning belting singing with Singing Teacher A was on 

03.09.2021.  

3.3.11 Data Collection Instruments 

The case study approach represents a research strategy, which can be achieved 

through various methods of data collection, meaning that any data collection method could 

be applicable (Yin, 1981). In a case study, qualitative data can be any of the open-ended 

forms of data, such as interviews, observations, documents, reflective journals and audio-
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visual information, where the participants share their ideas freely, not constrained by 

predetermined scales or instruments (Bolton, 2014; Creswell & Creswell, 2018). In this 

study, the qualitative element was represented by the interviews, observation of the singing 

teaching sessions, and reflective journals. The researcher first collected these open-ended 

forms of data before organizing, analysing, and interpreting the data. 

The discussion below first explains the use of pre-interview meetings as a qualitative 

data collection tool to find out the teaching background of Singing Teacher A. These data 

include pedagogical terms and approaches used by the singing teacher in the voice studio. 

This was then followed by discussions involving interviews, observation, and reflective 

journals to collect data in this study.  

3.3.11.1 Gaining Permission and Face-to-Face Pre-Interview Meeting with the      
   Participant 

 

After Singing Teacher A agreed to participate in this study, a telephone conversation 

was arranged. The purpose of the telephone conversation was to talk to the participant 

personally and to arrange a face-to-face meeting to establish trust and a rapport with the 

potential interviewee. This pre-interview meeting (PIM) is between interviewer and 

interviewee ahead of the main interview sessions. It provides the researcher with basic 

information about the interviewee (Zusman, 2010). The purpose of the PIM was to build 

rapport between the participants and the researcher or interviewer. It provides the 

interviewee with an opportunity to share in-depth background and experiences with the 

research and helps explain the focus of the study and clear up any details with Singing 

Teacher A (Zusman, 200). The researcher and singing teacher A arranged PIM on 

04.08.2021 at 1:30 pm to: 
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i. Get to know the singing teacher better. 

ii. Explain the study's aim and details, such as allowing the researcher to observe 

  lessons and conduct interviews. 

iii. Re-confirm participation. 

iv. Sign the consent forms.  

v. Re-confirm that Singing Teacher A could at least arrange a student for class 

  observation throughout the whole study. 

vi.  Provide Singing Teacher A with the teaching guide and remind her to apply 

  the strategies and exercises in her voice lessons. 

vii. Sharing the example of reflective journals with Singing Teacher A and  

  suggesting that she create her own reflective journal format if necessary. 

viii. Get a general view of the pedagogical approaches Singing Teacher A  

  predominantly used in her voice studio. To explore her views on practising 

  the exercises in the teaching guide, the researcher asked singing teacher A to 

  spend about 5 minutes writing down the answers about her ‘language’ and  

  pedagogical approaches used in teaching (see Appendix 10). The teacher was 

  requested to provide the instructions related to the components used in the  

  teaching guide, including posture/body balance, voice production, warm-up 

  and cool-down exercises (see Appendix 11). Later, the researcher organized 

  and documented the collected information in the reflective journals (see  

  Appendix 12 and Appendix 13). 
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ix. Clarify the location of where the singing lessons took place. 

x. Re-confirm that Singing Teacher A understood the importance of following 

  the rules and regulations for preventing the spread of Covid-19. 

After confirming that Singing Teacher A understood and agreed on all the 

arrangements and guidelines, consent forms were signed, and the first voice lesson was 

arranged on 23.08.2021 at 19:00. The teacher had more than two weeks to read the teaching 

guide. 

3.3.11.2 Interview 

Interviews make it possible to find out about things that cannot be directly observed 

while also making it possible to gain more information about the things observed (Patton, 

2015). Thus, the interview in this study aimed to find out what was in the interviewee’s 

mind. Since thoughts, feelings, and intentions cannot be observed, asking questions can help 

a researcher obtain valuable data. In this study, interviews were carried out with the singing 

teacher and her students. 

The interview with the singing teacher allowed the researcher to enter the singing 

teacher’s realms regarding her use of the exercises in the teaching guide and the application 

of MFA in teaching belting singing better to understand these elements from her point of 

view. On the other hand, interviews with the students allowed the researcher to understand 

if the MFA exercises and strategies helped guide them as they learned belting singing. The 

main concern of the qualitative interviewing in this research is to understand how the 

participants viewed the instructional materials and captures the complexities of their 

perceptions and experiences of using the teaching guide in teaching and learning belting 
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singing (Patton, 2015). Such information would be inaccessible or impossible to comprehend 

using other types of data gathering tools such as questionnaires or observation. According 

to Patton (2015), qualitative interviewing begins with the assumption that the perspective of 

others is meaningful, knowable and able to be made explicit. In examining the effectiveness 

of the teaching guide, the researcher conducted the interviews with the aims to find out how 

the participants involved felt about the guide, their experiences with the guide, and any 

changes they may have noted in themselves as a result of using the guide (Patton, 2015).  

The interview sessions were conducted on a face-to-face basis with the singing 

teacher. Semi-structured interviews were used with the learners. The semi-structured 

interview method allowed the researcher and participants to engage in a conversation 

focused on the prepared-advance questions and discussion topics related to a research study 

but with the spontaneity and flexibility to generate follow-up questions during the interviews 

(Salmons, 2012). Semi-structured interviews were valuable for the researcher in the present 

study, making it possible to explore subjective viewpoints and gather in-depth accounts of 

participants’ experiences. The semi-structured interviews allowed the researcher to pose any 

questions they wanted regarding the teaching guide. The method was more useful because 

the questions were open-ended and allowed the flexibility to ask follow-up questions 

(Blackstone, 2012; Evans, 2018). In this study, the researcher used the interviews to find out 

the teacher and student’s perceptions of the teaching guide, how the teacher and students 

feel about the exercises developed based on MFA and if the exercises created any 

uncomfortable feelings or had activities that were too challenging. The interviews also dealt 

with the singing teacher's challenges in the students’ voice qualities (such as brighter voice 

production, less breathiness in voice, louder voice production, chesty, twangy) and vocal 

range. The researcher also asked the interviewees what they thought about the outcome of 
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the voice production and the changes participants perceived in themselves due to their 

application of the exercises in the teaching guide. These in-depth interview sessions allowed 

the researcher to gain detailed information about the participants’ thoughts, behaviours, 

opinions, perspectives, and descriptions of specific experiences or explore new issues in 

depth (DeMarrais, 2004; Boyce & Neale, 2006). 

3.3.11.3 Observation 

The purpose of observation is to describe in-depth the setting that was observed, the 

activities that took place in that setting and the people who participated in those activities 

(Patton, 2015). Observational evidence is often helpful in providing additional information 

about the topic being studied. In this case study, observing the teacher while teaching is an 

invaluable aid for understanding the actual uses of the teaching guide and any problems 

being encountered. Observation methods are helpful to researchers in a variety of ways. The 

researcher would check for nonverbal expressions of feelings by observing the teaching 

lessons, such as if the singing teacher experienced any difficulties applying the exercises in 

her lessons or if the student faced any challenges understanding the exercises. This would 

help determine the interactions between the singing teacher and her student, observing how 

participants communicate. Moreover, it allows the researcher to observe the actual teaching 

situation that the singing teacher described in interviews. If the singing teacher had any 

information they could not share during the interview that could only be observed during the 

teaching sessions, it could be accessed through the observations (Kawulich, 2005). 

To conduct a well-structured and detailed observation, the researcher in the present 

study conducted the observation based on the proposed checklist of elements (see Table 3.3) 

from Miles et al. (2014) and Merriam and Tisdell (2016) and wrote the field notes soon after 
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every observation. Field notes represent the researcher's written observations in the voice 

studio, which included documents such as written notes, music notations, rough drawings of 

the hand gestures, head, neck and body postures, and conversations between the singing 

teacher her students. 

Table 3.3: Observation Checklist (Miles et al., 2014; Merriam & Tisdell, 2016) 

Elements Descriptions 

Settings – Where did the research take place?  

– Where is the voice studio located?  

– What are the musical instruments? Keyboard/Piano.  

Participants – Who will be observed or interviewed?  

–How many people will be interviewed? What are their 

roles? 

Activities – What is going on? 

Conversation – Who is listening?  

– Who is instructing? 

Subtle factors – Any unplanned activities? 

The researcher’s behaviour – The role of the researcher and the perceptions of what was 

going on in the teaching studio.  

Processes and outcomes 

 

– Changes in the singing teacher’s perception of belting 

pedagogy and practices.  
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3.3.11.4 Reflective Journals 

According to Hayman et al. (2012), qualitative research involves various methods of 

data collection under the umbrella of personal document research. The same scholars note 

that personal documents can include ‘autobiographies, diaries, letters, journals, oral histories 

or other raw materials authored by a single person’ (p. 27). A reflective journal is a diary 

and a log-in that blends personal reflections, accounts of events and descriptions of personal 

experiences (Hayman et al., 2012). Reflective journals comprise a vital part of documenting 

the practice of different professions, such as music and education (Bashan & Holsblat, 2017). 

The use of reflective journals in education can improve an individual’s learning processes 

(ibid). Reflective journal writing may help learners express their comprehension of, response 

to, or analysis of an event, experience or concept (Chabon & Lee-Wilkerson, 2006).  

According to Välimäki et al. (2007) and Hayman et al. (2012), reflective journals can 

be used for documenting and reflecting on the practice of research and data collection that 

records information for later analysis. This view is supported by Bolton (2014) and Lutz and 

Paretti (2019). They mentioned that reflective journals that involve thoughts, feelings, and 

experiences about a particular event could collect qualitative data. Thus, reflective journals 

in this study provide an extra opportunity for data collection to enrich information gathered 

from other data collection methods such as interviews and observation sessions used in the 

present study. Singing Teacher A can express her thoughts, ideas, feelings, and teaching 

experience in the reflective journals (Hayman et al., 2012). Requiring the participant to write 

reflective journals could also provide significant insights into the types of experiences they 

may have challenges with (Phelps, 2005). It is an effective way to obtain information about 

a person’s feelings (Bashan & Holsblat, 2017). In exploring the teaching experiences and 

views of Singing Teacher A and her reactions to various belting singing exercises, journals 
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provide vital insights that can be difficult to document in other ways and provides a 

trustworthy mapping of the data that are built from the respondent’s point of view (Bashan 

& Holsblat, 2017). By requiring Singing Teacher A to write reflective journals, the 

researcher could access details regarding her perceptions, experiences, and feelings about 

the teaching guide from her view and perspective. 

3.3.12 Data-Collecting Processes 

Qualitative data were collected from multiple sources, including interviews, 

observations, reflective journals, and meeting notes. Triangulation was achieved through the 

examination of multiple data sources (Lincoln & Guba, 1985). The data collection period 

lasted about nine weeks. This data collection section describes the actions and steps involved 

in collecting information from all the relevant sources to find the answers stated in the 

research questions. All processes were systematically planned to carry out an accurate data 

collection process, which is essential to maintaining research integrity. 

3.3.12.1 Interview 

In the interviews, the researcher was focused on the accuracy of the discernments 

they made during the observations. Thus, there was no need to use an audio/video recorder 

to specifically remember what had been said in the interviews (Rutakumwa et al., 2020). 

However, extensive notes were taken to ensure that the researcher remembered the critical 

details shared in the interviews. Upon completion, the interviewing notes were translated, 

transcribed, shown to and discussed with the interviewee for accuracy and completion. This 

process was repeated before the following lessons began. The whole interviewing cycle took 

about nine weeks.  
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The interviews were conducted after each lesson with the participants. The structure 

of the interview consists of the components proposed by Creswell and Creswell (2018). 

These elements include basic information about the interview, an introduction, opening 

questions, content questions, probes, and closing instructions. Table 3.4 Below represents 

the overview of the structure of the interview sessions.  

Table 3.4: The Structure of the Interviews Adopted from Creswell & Creswell (2018) 

Basic information about the interview Basic information such as time, date, location, 

names (both participants and the researcher). 

Introduction – The researcher informed the participants about 

the aims of the study, the structure of the 

interview such as how much time the interview 

would take, the content of interview sessions. 

– Terminologies clarification (for example chest 

voice, head voice, EFA, IFA, MFA). 

– Asked the participants if had any questions. 
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Table 3.4 continued 

Opening question Ice-breaker type of questions such as job, role or 

how they spent the day:  

‘How has been your role as a singing teacher?’ 

‘What has happened since you changed your 

focus from a classical choir singer to a singing 

teacher?’ 

‘Tell me more about your experience as a 

classical choir singer’ 

‘How long have you been learning singing from 

singing teacher A?’ 

‘Why do you want to learn singing?’ 

Content question The questions were the sub-questions in the 

study. The questions asked were more specific.  

Using probes The researcher asked for more information and 

explanation by using the following wordings such 

as: 

‘Tell me more’ 

‘Can you explain it’ 
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Table 3.4 continued 

Closing instructions – To thank the participants. 

– Assured the confidentiality of the participants. 

– Asked for follow-up interviews and respondent 

validation. 

 

The interview sessions with the singing teacher were conducted as the researcher 

wanted to investigate the teacher’s teaching background. In the interviews, that teacher 

talked about her teaching approaches and terms she used predominantly in voice teaching. 

The questions were designed to explore her perceptions about the belting teaching guide, 

including voice warm-up and cool-down. The interviews with the students were designed to 

find out their understanding of belting singing and how they felt about the instructions 

received from the singing teacher. An interview list was prepared before the first interview 

session. It was to be used as a guide for the researcher so as not to miss any important 

questions during the interview sessions and ensure that the conversation flows smoothly (see 

Appendix 14). This is in keeping with Jacob and Fugerson (2012), who noted that it is 

advisable to develop a script to guide the process before beginning an interview. The same 

scholars say that researchers should not inadvertently neglect to share important information 

with the interviewees. There will be lots of important information that the researcher would 

like to share with participants, and without a script, the researcher may most probably forget 

something.  

Building a good rapport with the participants has facilitated better responses (Jacob 

& Furgerson, 2012). Thus, the interviews in the present study began with social conversation 
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before the interview. Although the general issues were discussed in detail, the purpose was 

to develop a good relationship with the participants. All participants were allowed to discuss 

freely based on the questions asked, and the researcher used probing questions to elicit 

further in-depth information. During the interviews, the participants were asked different 

sets of questions. The singing teacher’s interview questions were related to the perceptions 

related to the application of MFA in teaching belting singing.  Interview questions for the 

student were related to learning belting singing. The interviews were carried out in German 

with infrequent use of English. This allowed the interview sessions to be more casual and 

comfortable for both the interviewer and interviewees. However, the researcher did not ask 

the questions in a prescribed order but was guided by the flow of the discussion. 

In the interview sessions, oral responses from these individuals could contain a lot of 

information. The interview sessions with sub and probing questions provided more detailed 

information of the participants’ perceptions and views of the teaching guide. Thus, the 

researcher had an opportunity to further collect in-depth information from the singing 

teacher and student to broaden the understanding of the topics, such as views of the 

developed belting teaching guide and perceptions of the application of MAF in voice training 

and learning. 

3.3.12.2 Observation 

The observation was included to analyse the application of the teaching guide in an 

actual one-on-one teaching setting (see Appendix 14). Combined with the interviews, it was 

possible to collect comparatively unbiased first-hand data (Zohrabi, 2013). Merriam and 

Tisdell (2016) suggested that the most important factor in determining what a researcher 

should observe is the researcher's purpose for conducting the study in the first place. The 
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same authors further explained that determining what to observe is partly a function of how 

structured the observer wants to be, and there is a range of structure in observation (Merriam 

& Tisdell, 2016). Thus, the researcher can decide to concentrate on observing certain events, 

behaviours, or persons (ibid). In the present study, the researcher observed several elements, 

including how: 

i. The singing teacher applies the teaching guide to belting singing, including 

  belting exercises, warm-up and cool-down exercises.  

ii. The exercises changed the voice qualities of the student (effectiveness of the 

  exercises). 

iii. The singing teacher made changes in voice teaching, focusing on MFA or the 

  combination of EFA and IFA principles. 

iv. The students learn technical skills.  

To determine if the MFA principle was used throughout in teaching belting singing, 

throughout the observation, the researcher took into consideration the instructions used or 

statements made by the singing teacher in the voice studio. Fraenkel and Wallen (2009) 

regard this type of observation as a narrow focus compared to a broad focus on an overall 

picture of what is happening in the teaching session. 

The researcher used nonparticipant observation to collect data. Nonparticipant 

observation means researchers collect data by observing behaviour without actively 

interacting with the participants. The researcher wanted to find out how the teacher applied 

the exercises from the teaching guidebook. The researcher was neither the teacher nor the 

student and could observe the teaching sessions without direct participation (Williams, 2008, 
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p. 561). Indirect participation is mentioned by Barner-Barry (1986), who says that 

nonparticipant observation is helpful to get more accurate information by observing what 

the subjects did, allowing the researcher to record the actual teaching and learning behaviour 

of the teachers and students under a very natural environment (ibid). During nonparticipant 

observations, the researcher observed what the singing teacher and students were doing. 

Also, the researcher observed other elements such as body language and gestures. For 

instance, the researcher observed if the teacher was ignoring the instructions as stated in the 

teaching guide or developed her own strategies from the teacher's side. From the students’ 

sides, the researcher observed if they understood the instructions from the teacher (Stickdorn 

et al., 2018).  

Upon arrangement, singing lessons took place once a week. The duration per lesson 

was 60 minutes. Due to the limited time (60 minutes per lesson), the singing teacher could 

not complete all the items and technical skills in the teaching guide in one lesson. Singing 

Teacher A and the researcher worked together in creating a lesson plan, stating the content 

to be covered in each lesson. The structure of the lesson plan was designed based on the 

discussion on cognitive load theory (discussed in greater detail in sub-section 3.2.2). Since 

both the singing teacher and students were new to belting singing, providing too much 

information would make it difficult for the learners to process the content and remember and 

apply the technical skills in voice practice (Crocco & Meyer, 2021). Thus, the lesson plan 

was divided into short, digestible sections.  

Due to the Covid-19 situation, there was at least a 60 minutes break after each lesson 

with all participants before the next lesson began. Within the 60 minutes break, the teacher, 

students, and the researcher left the studio and opened the windows for better ventilation. c 
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(see Table 3.5). None of the interview sessions exceeded 60 minutes. However, the final 

interview, including time for taking notes, took about 75 to 90 minutes for a single interview 

as the researcher wanted to gain an in-depth understanding of the singing teacher’s 

perceptions of the teaching guide and the impact of applying the exercises on teaching-

learning belting singing. All interview sessions did not exceed 90 minutes as the interviewer 

was aware that the participants had other commitments (Jacob & Furgerson, 2012).  

Although all three students had different schedules, the content of the lessons was 

similar. Table 3.5 below shows the overview of the voice lesson plan. Different colours 

indicated different topics covered on that particular day. The final voice lesson plan with 

date and time is in Appendix 16. 

Table 3.5: Overview of the Lesson Plan 

Student Date Time Content/Topic 

A N/A N/A -Standard Warm-Up Exercises 

-Chapter 1: De-Constricting Vestibular Folds 

-Chapter 2: High Larynx Posture 

B N/A N/A 

C N/A N/A 

A N/A N/A -Standard Warm-Up Exercises 

-Chapter 3: High Tongue Posture 

-Chapter 4: Velum Postures 

B N/A N/A 

C N/A N/A 
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Table 3.5 continued 

A N/A N/A -Standard Warm-Up Exercises 

-Chapter 8: Body Posture/Head & Neck Muscles 

-Chapter 9: Training the Chest Voice 

B N/A N/A 

C N/A N/A 

A N/A N/A -Standard Warm-Up Exercises 

-Chapter 10: Training the Head Voice 

-Chapter 11: Developing the Mixed Voice 

B N/A N/A 

C N/A N/A 

Putting all the technical skills together 

A N/A N/A -’Beltercise’: After knowing how to control the 

muscles 

 

-Belt-Mix Technique 

B N/A N/A 

C N/A N/A 

A N/A N/A -’Beltercise’ 

-Yell-Like Belt Technique 

-Twangy Yell-Like Belt 
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Table 3.5 continued 

A N/A N/A -’Beltercise’ 

- Belting Singing B N/A N/A 

C N/A N/A 

A N/A N/A -’Beltercise’ 

- Belting Singing 

 

During the teaching sessions, the researcher did not get permission to videotape or 

make an audio recording of the lessons, except for Student A, who permitted the recording 

of an excerpt of her singing voice with her selected song ‘Girl on Fire’ from Alicia Keys 

before and after learning belting singing, to make a comparison of her progress (see 

Appendix 39). Singing Teacher A and all singing students allowed the researcher to take 

photos in lessons because their faces must be obscured or blurred due to privacy. 

3.3.12.3 Reflective Journals 

The present study seeks to learn more about the singing teacher’s perceptions and 

views about the teaching guide based on her experiences and impressions in her reflective 

journals. Singing Teacher A was asked to write her experiences, perceptions and views about 

applying the exercises in the teaching guide in an actual teaching situation, including the 

challenges and successes and any insights she had about her students.  

Singing Teacher A agreed to write her reflective journals after each lesson as each 

lesson covered a different topic (see Appendix 16). Reflective journals are personal records 

of an individual’s own experiences, which can be in any shape, size or form. Therefore, there 
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is no right or wrong way of presenting reflective journals (Moon, 2006; Maarof, 2007). To 

motivate and encourage Singing Teacher A to be diligent in writing her reflective journals 

and considering that she may have challenges completing the journal each week because of 

her busy schedule, and to avoid the teacher’s feelings of helplessness or anger, burnout, and 

anxiety, the researcher, suggested that the teacher should select the format that suits her best 

in writing reflective journals (Bolton, 2014). She could choose either a structured or 

unstructured reflective journal format (see Appendix 17). Since there is no specific form in 

writing reflective journals, they can take whichever form the writer creates (Moon, 2006). 

However, the researcher provided the singing teacher with a structured reflective journal 

format as reference with questions set in the way that helped the teacher identify the 

applicability of the teaching guide in a real teaching setting. This was meant to help the 

singing teacher in her thinking when writing reflective journals and prevent her from going 

around in circles (Moon, 2006). For the structured reflective journals, seven questions were 

given to the teacher (see Table 3.6).  

Table 3.6: Structured Reflective Journals for Singing Teacher A Used as Reference 

Date: 

Today’s Topic: 

Student’s Name:  

Write in the first person. Please type your answer in the space provided below each 

question. Thank you. 

1. What differences did you recognise before and after using the exercises and strategies 

in the teaching guide? 
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Table 3.6 continued 

2. What were the most challenging parts of the teaching process? Why? 

3. What did you learn from the application of the exercises and strategies in the teaching 

guide? 

4. Do you think the application of the exercises and strategies helped you in teaching 

belting singing? If so, how? 

5. What went well today? 

6. Do you think the objectives of the exercises and strategies were achieved? How do you 

know? Please explain. 

7. What are some additional or alternative strategies that you could have used? 

 

The researcher narrated the experience, thoughts, and feelings about the application 

and significance of the teaching guide used in the actual teaching setting by Singing Teacher 

A to train her students with reflective journals. Similar to the structured form provided to 

Singing Teacher A, the researcher used a structured reflective journal as a reference in the 

form of questions in writing reflective journals. According to Moon (2006), the structured 

reflective journals form with questions help the person to focus on specific issues in their 

reflection. The questions provide prompts that guide the researcher to cover particular topics 

related to the study. These prompts assist the researcher in gaining a deeper understanding 

of issues and in recalling the details of the teaching situations relating to the exercises done 

in the lesson and how they were applied, and what the researcher thought about the teaching 

and learning experience based on the MFA principle (see Appendix 18). Also, Bolton (2014) 
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mentioned that reflective journals could provide a trustworthy audit trail, deepening, 

enriching, and enhancing qualitative research used in this study. 

After collecting all the related data, the researcher continued with the next step by 

organizing the data systematically. All the collected data in the form of interviews were later 

transcribed for data analysis. 

3.3.13 Data Analysis Method 

3.3.13.1 Interview and Observation Sessions and Reflective Journals 

Data analysis is the process of making sense out of the data. And making sense out 

of data involves consolidating, reducing, and interpreting what the participants in this study 

have said, though, felt, explored, experienced and what the researcher has seen, observed 

and read (Merriam, 2009). The practical goal of data analysis is to find answers to research 

questions (ibid). Data analysis consists of taking the data apart to determine individual 

responses and then putting it back together to summarize it. Analysing and interpreting the 

data involves drawing conclusions about it; representing it in tables, figures, and pictures to 

summarize it; and explaining the conclusions in words to answer the research questions 

(Creswell, 2012).  

The researcher conducted face-to-face interviews with the singing teacher and 

student. Before the interviews, the researcher went through the aim of the study with the 

participants (Creswell, 2007). The participants were asked open-ended questions. Since the 

singing teacher and students did not wish to be recorded during the interview sessions, 

responses were recorded on paper. The participants agreed to provide the required extra time, 

which was about 15 minutes, to allow the researcher to record the responses by hand 

accurately. Handwritten notes were then translated and transferred to a word document once 
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the interview was terminated to preserve the data better and the handwritten notes were well-

kept to form part of the audit trail. 

In the observation sessions, the researcher observed how Singing Teacher A applied 

the exercises in guiding the students to produce the belt voice. The researcher adopted the 

observation checklist from Miles et al. (2014) and Merriam and Tisdell (2016) (see Table 

3.3) and wrote the field notes as soon as after finishing every observation.  

Singing Teacher A was required to write reflective journals after each lesson and 

pass them to the researcher on the next lesson. The teacher was requested to type the written 

journals to avoid misinterpretations due to unreadable or illegible handwriting.  

According to Miles et al. (2014), raw field notes need to be typed up, transcribed, 

and corrected, and if there are any photographs, they need to be documented and analysed. 

The interview and observations sessions, and reflective journals from the singing teacher 

and researcher, were transcribed into text, and the thematic analysis approach was performed 

(see below discussion on Thematic Analysis). The singing teacher and students were asked 

to check the accuracy of every transcription on the day before the next lesson began (see 

discussion on respondent validation). To put it more precisely, the researcher took back the 

raw and polished transcriptions on 23.08.2021 (first lesson) to the singing teacher and 

student on 30.08.2021 (second lesson) to determine if the participants felt the findings on 

23.08.2021 (first lesson) were accurate (Creswell & Creswell, 2018).  

3.3.13.2 Thematic Analysis 

The researcher performed thematic analysis to analyse the interview and observation 

sessions and reflective journals. This is described by Braun and Clarke (2006) as a rigorous 
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approach to produce an insightful analysis that answers research questions in this study. 

Thematic analysis is an appropriate analysis method for understanding experiences, 

thoughts, or behaviours across a data set. It is also a method for identifying, analysing, and 

reporting patterns (themes) within data. It minimally organises and describes the data set in 

rich detail (Braun & Clarke, 2006; Kiger & Varpio, 2020). To accomplish thematic analysis 

required the transcription of interview and observation sessions and then doing the coding 

stages. Initially, the researcher transcribed the collected data and read and re-read transcripts 

to obtain an overview.  

The second stage of analysis involved organizing data and generating codes. In the 

third stage, analysis was conducted to identify the coded and collated data to look for 

potential themes. Next, the researcher looked at coded data placed within each theme to 

ensure proper fit and reviewed themes before defining and naming them. This was stage five. 

Finally, once themes were finalized by the researcher, the write-up of the final analysis and 

findings began. Table 3.7 below presents the six-phase thematic analysis procedure (Braun 

& Clarke, 2006): 
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Table 3.7: Six-Phase Thematic Analysis Procedure (Braun & Clarke, 2006) 

Phase Description of the Process 

 

1. Familiarizing oneself with your 

data 

The data collected by the researcher were 

transcribed and re-read. Notes for initial ideas, 

thoughts and impressions were noted down. 

 

 

2. Generating initial codes 

Coding interesting features in a systematic way 

across the entire data (interview and observation 

sessions), collating data relevant to each code, 

labelling and providing a brief definition for each 

code. Codes were then reviewed and refined. 

 

3. Searching for themes 

Collating codes into potential themes, gathering 

all data relevant to each potential theme.  

 

4. Reviewing themes 

Checking if the themes work in relation to the 

coded extracts and the entire data set, generating 

a thematic ‘map’ of the analysis.  

 

5. Defining and naming themes 

Ongoing analysis to refine the specifics of each 

theme, and the overall story the analysis tells, 

generating clear definitions and names for each 

theme. 
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Table 3.7 continued 

 

 

 

 

6. Producing the report 

The final opportunity for analysis. Selection of 

vivid, compelling extract examples, final analysis 

of selected extracts, relating back of the analysis 

to the research question and literature of belting 

singing, FAP and MFA, producing a scholarly 

report of the analysis. The final result can be 

found in Chapter 4. 

 

The interview transcriptions, field notes from the observation process and reflective 

journals were read thoroughly to understand the issue from a holistic point of view before 

loading the files to Microsoft Word for coding. 

3.3.14 Validity and Reliability 

Qualitative researchers employ a variety of techniques to increase the trustworthiness 

of the research study. Trustworthiness is the degree to which the researcher can be said to 

have done everything possible to ensure that data was appropriately collected, analysed, and 

reported (Carlson, 2010). The term reliability is a concept used for testing or evaluating 

quantitative research (Golafshani, 2003). However, according to Collis and Hussey (2009), 

qualitative research measures do not need to be reliable in the positivist sense. Interpretivists 

emphasise whether observations and interpretations on different occasions can be explained 

and understood and believe that the activities of the researcher influence the research. Since 

the reliability issue concerns measurements, then it has no relevance in qualitative research. 

Therefore, the issue of reliability is an irrelevant matter in the judgement of the quality of 
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qualitative research (Golafshani, 2003). Also, Creswell (2003) mentioned that reliability and 

generalizability play an insignificant role in qualitative inquiry. On the other hand, validity 

is seen as a strength of qualitative research. This view is echoed by Lincoln and Guba (1985, 

p. 300) state that validity seems more relevant in conducting qualitative studies ‘Since there 

can be no validity without reliability, a demonstration of the former (validity) is sufficient to 

establish the latter (reliability).’ Similarly, Patton (2001), (as cited in Golafshani, 2003), 

regarding the researcher's ability and skill in any qualitative research, also states that 

reliability is a consequence of the validity in a study.  

In qualitative research, there are several terms used to address validity, such as 

trustworthiness, authenticity, credibility (Creswell & Creswell, 2018). Qualitative validity is 

concerned with the accuracy and truthfulness of the findings where the aim is to gain full 

access to the knowledge and meaning of those involved in the phenomenon, focus on 

capturing the essence of the phenomena, describing the deep structure of experience and 

extracting data that provide a rich and detailed explanation (Collis & Hussey, 2009; O’Leary, 

2017). 

Among the most often used validation strategies used by qualitative researchers to 

increase trustworthiness are methods such as audit trails, thick and rich description, 

triangulation, respondent validation, and prolonged engagement (Carlson, 2010; Creswell & 

Creswell, 2018). Creswell (2007) recommended that qualitative researchers engage at least 

two validation strategies in conducting research. In this study, the strategies and approaches 

involved in the procedures include triangulating different data sources, respondent 

validation, prolonged engagement, and audit trail. According to Quintão and Andrade 

(2020), replicating a case study under similar conditions with a previous one is extremely 
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difficult. The reliability of a case study such as conducted in this study can be thus 

fundamentally demonstrated by the triangulation of data (Quintão & Andrade, 2020). This 

view is supported by Stavros and Westberg (2009), who mentioned that triangulation 

(multiple sources of data) could enhance the reliability of the case study results. In the 

present study, the data triangulation through the use of multiple data sources included the 

interviews with three singing students and one singing teacher, observation data from each 

lesson of three singing students and one singing teacher session, written notes in the pre-

interview meeting notes, and reflective journals of the singing teacher and the researcher. 

3.3.14.1 Triangulate Different Data Sources 

Triangulation refers to using two or more data sources, methods, investigators, 

theoretical perspectives, and approaches to analysis in the study of a single phenomenon. It 

is about the combination of measurement strategies (Denzin, 2009; Brink, 1993). The 

objective of triangulating different data sources is that the trustworthiness of inferences is 

increased when multiple examples of support are available (Daytner, 2006). In this study, 

the researcher used data or source triangulation (Daytner, 2006; Denzin, 2009). This 

involved gathering data from different sources, different participants and at different times, 

such as conducting interviews with the singing teacher, students, teaching observation as 

well as writing reflective journals and then comparing these multiple perspectives to develop 

one written description of the context (Daytner, 2006; Turner & Turner, 2009). 

Data triangulation involves different participants in this study. The researcher 

interviewed three singing students – two female and one male; and the singing teacher. Due 

to the focused and precise teaching topics, the interview sessions were conducted after each 

lesson with the singing teacher and students. Each interviewee had about 15 to 25 minutes. 
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However, the final interview sessions took about 75 to 90 minutes as the researcher wanted 

to explore in-depth information of the teaching guide from the participants. Data 

triangulation in this study also involved using observation notes, reflective journals from the 

singing teacher and the researcher as data collection mode. 

 

Figure 3.1: Sources from Multiple Participants 
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Figure 3.2: Sources from Multiple Data 

 

3.3.14.2 Respondent Validation 

Respondent validation also called member check or member validation (Lewis-Beck 

et al., 2011). According to Korstjens and Moser (2018), respondent validation is about 

feeding back data, analytical categories, interpretations and conclusions to members of those 

groups from whom the data were initially obtained. The same authors also mentioned that 

respondent validation strengthens the data, mainly because the researcher and respondents 

look at the data with different eyes. Therefore, the benefit of conducting respondent 

validation is that it allows this researcher to verify the accuracy and completeness of the 

findings, which then helps to improve the validity of the study.  

Respondent validation is about asking the participants to evaluate, comment, and 

provide feedback about the accuracy of the researcher’s understanding (Buchbinder, 2010). 

In the present study, the researcher asked the participants to provide feedback about the 

accuracy of the interviews and reflective journals to verify what the participants narrated and 
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the meaning of the content of the interviews and journals (see Appendix 21). Buchbinder 

(2010) regards this as a ‘validation interview’ (p. 2). There were two steps involved in the 

respondent validation process in this study where the researcher and the participants in this 

study were viewing the data consistently (Creswell, 2007). In the first step, the participants 

were asked to examine rough drafts of the researcher’s work and correct errors or provide 

the additional researcher information that might improve the accuracy of the data. This 

process included asking the participants to clarify things before jumping to conclusions, 

describing the researcher’s interpretation of the data collected and seeking clarification. The 

researcher also asked participants to validate that the data recorded was correct. In the second 

step, the researcher showed the participants preliminary analyses consisting of the 

description or themes, asking for the participants’ views of written analyses and pointing out 

what was missing. 
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Figure 3.3: Respondent Validation Processes 

 

3.3.14.3 Prolonged Engagement 

According to Creswell and Creswell (2018), one of the validation strategies used by 

qualitative researchers is observing over an adequate period in the field to gain a deeper 

understanding of the phenomenon under study and convey detail about the people that lend 

credibility to the narrative account. Although Creswell (2018) did not mention how much 

time should be spent for the researchers to develop an in-depth understanding and how 

extensive the field contacts will be to satisfy the requirement of prolonged engagement of 

the study, Lincoln and Guba (1985, p. 301) and Daytner (2006) mention that determining 

the sufficient time to spend depends on the setting. Lincoln and Guba (1985) suggest that 
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the amount of time is determined by the researchers if they are certain the goals have been 

achieved, learning and understanding the context, verifying for misinformation introduced 

by distortions or misinterpretations of the researcher or the respondents in the study, building 

trust and rapport with the participants in the study, ability to identify the elements or 

characteristics in the observed situation that are most relevant to the issue being investigated. 

The researcher in this study started the class observation on 23.08.2021 and spent 

about nine weeks observing the singing teacher’s actual belting. The researcher, in 

consultation with the participants, discontinued the observation sessions after data saturation 

was reached. This was the point at which the researcher had understood how the singing 

teacher applied the technical skills in the teaching guide used in teaching belting singing, 

had built trust and rapport with the singing teacher and students, and had identified how the 

MFA principle was applied in the actual teaching sessions, guiding students to make the belt 

voice production. The following table shows the weeks spent on the teaching observation 

sessions.  
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Table 3.8: Timetable for Observation of Belting Sessions 

Participants 

Date 

Singing Teacher A Student A Student B Student C 

23.08.2021       

30.08.2021       

03.09.2021       

06.09.2021       

10.09.2021        

13.09.2021       

17.09.2021        

20.09.2021       

24.09.2021        

27.09.2021       

01.10.2021        

04.10.2021       

08.10.2021        
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Table 3.8 continued 

11.10.2021       

15.10.2021        

18.10.2021       

22.10.2021        

29.10.2021        

 

3.3.14.4 Audit Trail 

An audit trail is a collection of documentation that makes it possible to trace the steps 

of any process or procedure. It is a term used to describe documentation that allows financial 

transactions to be traced. However, in qualitative research, the idea of an audit trail describes 

the researchers’ records. Apart from keeping researchers’ records, an audit trail can be used 

for documenting procedures for credibility purposes (Salkind, 2011; Vogt, 2011). And audit 

trail in qualitative research may include field notes or notes regarding the behaviours and 

actions of people and other events happening in the situation where data are collected; 

documentation reflecting the researcher's thought processes during data analysis; and 

documentation of personal responses to capture the investigator's reactions as the study 

progresses. Merriam (2009) mentioned that to construct this trail, the researcher must keep 

a research journal or record memos on researching as it is being undertaken. The content of 

the journal and memos can be the researcher’s reflections, questions, decisions, problems, 

issues or ideas encountered in collecting data. 
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In the present study, besides keeping all the raw written notes during the observation 

feedback, and interview sessions (see Appendices 9, 22-32), the researcher also kept the 

WhatsApp conversations (see Appendix 34) held between the researcher and singing teacher 

–  showing some of the singing teacher’s views about the teaching guide and teaching 

sessions, and her commitment to learning the new teaching techniques. Also, the researcher 

reflected on thoughts about the interview and observation sessions by writing down in 

reflective journals, documenting what the researcher experienced, felt and discovered from 

the singing teacher and students in all singing lessons. 

3.4 Theoretical Framework 

The design and development of learning and instructional materials, coupled with 

activating the learner’s cognitive processes in the learning process, are important concepts 

to be taken into account (Klepsch & Seufert, 2020). The ideas informing the development of 

these instructional materials and practical exercises can be obtained through comparing 

different learning theories. For the present study, one of the relevant theories is the theory of 

learning, which Rothwell (2008) says offers practical thoughts and concepts regarding how 

teaching and learning can be developed and structured. If one considers that vocal pedagogy 

involves the training of the muscles involved in vocal production (Saxon & Schneider, 1995; 

Saxon & Berry, 2009), theories linked to the feeling, focusing on sensations and controlling 

muscles involved in voice production during learning will be more appropriate to apply in 

developing the teaching guide in this study. They have the potential to illustrate what 

teaching and learning need to look like when these principles and theories are applied. If one 

considers that the present study seeks to explore the views and perceptions of a singing 

teacher on the development of a teaching guide whose exercises are based on training voice 
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muscles and sensational focus, the principles associated with motor learning theory are 

appropriate for developing the theoretical framework for this study.  

Muscle feeling, control, and focus of attention lie in the domain of motor learning 

(Steinhauer, Klimek & Estill, 2017; Crocco & Meyer, 2021). Motor learning denotes a 

category of processes linked with practice or experience that results in relatively permanent 

changes in the capability for movement. As an area of study, it focuses on acquiring skilled 

movement after a period of practice (Bergan, 2010; Schmidt & Lee, 2020).  

Several scholars, including Steinhauer et al. (2017), Steinhauer and Klimek (2019), 

Crocco et al. (2020), and Crocco and Meyer (2021), have concluded that the application of 

the principles of motor learning can make voice teaching and learning more effective. 

However, it needs to be noted that the principles of motor learning are broad because there 

are many variables, disciplines, and principles involved in the motor learning theory, 

including massed practice, spaced practice, dosage, task-specific practice, goal-oriented 

practice, variable practice, increasing difficulty, multisensory stimulation, rhythmic cueing, 

knowledge of results, knowledge of performance, modulate effector selection, action 

observation/embodied practice, motor imagery, social interaction, motivation, perceptual 

training, modelling, explanations, types of verbal instruction or information, types of 

feedback, and physical attempts (Maier et al., 2019; Crocco et al., 2020; Crocco & Meyer, 

2021). Consequently, the following section provides an in-depth discussion of the 

components and pedagogical considerations underpinning the development of a belting 

teaching guide based on the motor learning’s feedback component. The focus of attention 

principle (FAP) will receive special emphasis. 
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The application of the principles of motor learning theory and the FAP connects the 

knowledge in voice science information about belting and how it should be taught using a 

combination of models in FAP – internal and external focus of attention principles or MFA 

principles in developing the teaching guide. The exercise development process will focus on 

the technical aspect of guiding singing teachers in training belting singing. It will begin with 

an overview of the anatomy of voice muscles involved in belting, followed by exercises to 

build up the belt voice with voice muscles training before making the belt voice production. 

This idea corresponds with the view that singers should be trained to master all the parts 

connected to voice production before moving to the application and artist performance phase 

(Steinhauer & Klimek, 2019). 

Another aspect considered is the what aspect in voice teaching, followed by the 

principles of motor learning in training voice muscles, which is connected to the how 

element of teaching. The principles of motor learning bring to the fore the crucial 

components in voice teaching and learning, and it may improve the how aspect of voice 

teaching (Crocco & Meyer, 2021). Based on these principles, the development of the belting 

teaching guide with the views of Crocco, McCabe and Madill (2020), who propose that the 

provision of instructions and explanations regarding the task and perceptual training through 

the description of connected physical sensations is essential, especially when training non-

observable sensory skills like singing.  

Based on the insights above, the discussion below relates FAP in the field of motor 

learning theory. It focuses on how the development of the teaching guide in the current study 

expands and builds on FAP. 
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3.4.1 Focus of Attention Principle (FAP) 

In motor learning, emphasis on movement elements using instructions is one of the 

fundamental elements (Maurer & Zentgraf, 2007). Attention plays a critical role during 

training in motor learning (Titze & Verdolini Abbott, 2012). The approach involving 

focusing on where learners should place their attention when learning is called FAP in the 

motor learning field (Wulf & Weigelt, 1997; Wulf & Lewthwaite, 2016; Treinkman, 2021). 

This principle attempts to answer the question: Where should performers place their 

attention during learning and performance? (Treinkman, 2021). In attempting to answer this 

question, singing teachers determine how to instruct learners regarding where to place their 

attention during voice learning and performance. This kind of instructional information can 

be verbal or non-verbal, such as when the teacher uses images or analogues (Porter et al., 

2010; Treinkman, 2020). From these instructions, learners get information regarding how to 

lift the larynx and feel the effects of this elevation when belting. The quality of the 

instructional information teachers give to learners impacts where the latter focus their 

attention. Generally, teachers are advised to provide instructions on where attention should 

be focused before performing the skill (Porter et al., 2010).  

Two elements should be taken into account when determining where to focus 

attention: the external focus of attention (EFA) and internal focus of attention (IFA) (Wulf 

et al., 1998; Wulf & Lewthwaite, 2016). EFA directs the performer’s or learner’s attention 

to the movement’s effect, goal, or result and avoids direct mention of the body. This element 

may employ analogies or images. An excellent example of applying EFA in belting is 

requesting learners to say the word ‘fee’ and sing that /i/ vowel instead of providing them 

with the different terms of the tongue muscles to make the vowel /i/ sound. Other examples 
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of EFA are instructions such as ‘throw that high C to the balcony’ (Helding, 2016), ‘fill the 

room with sound’ (Treinkman, 2021) and ‘belt your high note like Aretha Franklin.’  

IFA differs from EFA because it directs attention to the body, especially movement 

in a specific part of the body. An example of applying the IFA technique in belting training 

is asking learners to ‘lift the back of the tongue and keep the tongue in that high and 

forwarded posture.’ Treinkman (2020) made a more straightforward comparison of EFA and 

IFA by saying that if there was no mention of the body and the movement’s result was the 

focus, usually in the form of an image, it is EFA. Helding (2008, p. 423) also provides some 

insights into how to differentiate EFA from IFA: ‘smile into the tone as you take in your air,’ 

as opposed to IFA principle, ‘lift your soft palate as you breathe in.’ In the belting guide 

produced by the present study, an example of the IFA principle would be ‘a tilted thyroid 

cartilage posture’, and the EFA principle will be ‘think of whining’ (Treinkman, 2020). 

The application of either EFA or IFA needs to be approached with care. For instance, 

Bergan (2010) proposes that when EFA is applied too frequently in voice training, it could 

degrade learning and discourage independent learning. This may be due to the reality that 

learners are to feel their own muscle feedback. On the other hand, when IFA is 

disproportionately applied, it could weaken both immediate and long-term learning 

(Helding, 2008). The following example can illustrate this view. To guide learners to feel 

the elevated movement of the larynx as required in belting, singing teachers may apply an 

IFA approach by asking learners to ‘place four fingers over the larynx, use digastric anterior, 

geniohyoid, mylohyoid and stylohyoid muscles or the suprahyoid muscles to lift the larynx 

and feel the movement.’ This statement represents the overloading of information related to 

voice muscles. Such overloading is not effective in learning and has no direct benefit in 
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better performance. This view is supported by Treinkman (2021), who says that too much 

internal focus could result in singers overworking and using muscles not required for specific 

performance. The same perspective is shared by Maxfield (2013), who concludes that when 

too precise and descriptive information is given to voice learners, learning can be adversely 

affected. 

Based on the insights above, it is posited that it is crucial for singing teachers to be 

careful regarding the instructions they give to learners in voice lessons. This is the thinking 

expressed by voice researcher, Treinkman (2020), who conducts a recent study in FAP on 

singers. According to Treinkman (2020), singing teachers may need to employ mixed focus 

of attention (MFA) in voice training (see Literature Review). In voice training, an example 

of MFA is the instruction, ‘drop your jaw and think of a yawning sound’ or ‘release knee 

tension and think of a puppet on marionette strings.’  

Taking the health element and the reality that singing teachers and learners are new 

to teaching and learning the belting technique, the MFA approach will be applied in 

developing the teaching guide in the present study (see chapter on Literature Review for 

further discussion). Since teaching and learning singing involves bodywork in which the 

body is the instrument, and knowledge of the technical skill, which involves what is 

happening in voice muscles to create the desired sound production, applying the MFA 

approach by using direct, clear, and simple exercises in developing the training exercises is 

paramount to avoid cognitive overload. The teaching guide in the present study extends the 

existing research related FAP (see pedagogical views and example of research study focus 

on IFA principle will be discussed below). The learning guide also taps from the 

recommendations of scholars such as Crocco et al. (2020) and Treinkman (2020, 2021). 
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They suggested that future research should examine the attentional foci instructions in one-

to-one actual voice studios and other music genres apart from Western classical singing. In 

the present study, observation on actual one-to-one CCM belting teaching (non-classical 

singing) sessions will be conducted. 

3.4.2 Pedagogical Perspectives of the IFA Principle 

Vocal pedagogy involves training the muscles involved in vocal production. The 

training seeks to assist voice users in gaining the knowledge to condition the voice muscles 

in particular ways to make the biological changes to create the desired voice production 

(Saxon & Schneider, 1995). This is a view shared by McCoy (2019), who says that singing 

teachers must teach voice before teaching singing, adding that voice training should include 

training of muscles, teaching learners to understand the muscles involved in making voice 

production and how the desired healthy vocal sound feels.  

Notwithstanding the views shared by Saxon and Schneider (1995) and McCoy (2019) 

above, it is still common in voice training that teachers are reluctant to teach and direct 

learners to locate the muscles and feel the subtle movement of the voice muscles around the 

larynx areas (Chapman, 2017). Added to this, some teaching materials and voice teaching 

approaches advocate that singing is natural and encourages voice learners not to feel 

anything in singing (Allen, 1994; Baumann, 2008; Dimon, 2011). These views may create a 

false impression suggesting that voice learners are doing something wrong when they feel 

they are working with their voice muscles. In showing the importance of getting learners to 

be conscious of what they feel when singing, Lawrence (1982) suggested that proper singing 

should include all the parts of the body. The same scholar suggests that it is vital for a singer 

to know how an array of body parts feel when singing well and correctly. This is a view 



157 

based on the reasoning that a singer should use their voice as an instrument that allows them 

to accomplish specific objectives. Edwards (2014, p. 88) shares the same views and adds 

that: 

Most singing teachers have been singing for years, if not decades. Their muscle 

 memory is a deeply ingrained part of their being. When they sing, the physiological 

 actions necessary for producing sound are second nature to them. Because they are 

 not drawing direct attention to their vocal mechanism, they are often not aware of 

 what they are feeling.  

In agreement with the suggestion that the body posture is included in training voice 

users, Kayes (2000, 2004) laments that this component is often neglected. The same voice 

expert mentions that voice training that ignores exercises involving feeling the voice muscles 

may keep voice learners shrouded in voice myths. For instance, knowledge of laryngeal 

control is vital for voice pedagogues because it allows them to examine what is wrong with 

the learner’s voice and where to look for the problem. Several scholars agree that knowledge 

of laryngeal control is also crucial (Kayes, 2000; Chapman, 2017). Spencer (1989), 

Boardman (1992), and Miller (1994) recognised the importance of applying this 

proprioceptive cue in training and learning singing, noting that it permits learners to 

experience and report where the singing is coming from. Scearce (2016) also highlights the 

perspective that singers are different from instrumentalists because singers need to rely on 

inner feedback in singing.  

Singing involves the coordinated movement of fine muscles, including postural, 

breathing mechanism, laryngeal muscles, and muscles in the pharyngeal and articulatory 

areas. Therefore, voice and singing training should involve knowledge of bodywork and 
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technical skill, which involves what is happening in voice muscles to create the desired 

sound production. Concerning this view, Davis (2006) concluded that humans have exquisite 

control of the sound that they can produce. This view by Davis (2006) is in line with an 

earlier study by Estill (1994), which focused on learning how to control and manipulate the 

various anatomical structures that house the voice as a craft (see Literature Review for 

detailed information). Estill (1994) reported that studies in voice craft started in 1972 and 

explains that craft is about the expert use of the voice, where learners learn how to move the 

voice structures independently. Generally, it can be said that knowledge about craft is 

connected to learning how to control the various structural components of the voice. This 

learning is based on the assumption that each structure contributes to the sound and feeling 

of the voice. 

Notwithstanding the reality that Kayes (2000) and LeBorgne and Rosenberg (2014) 

do not use the specific term craft when referring to the role of feeling – for example, Kayes 

(2000) refers to craft as muscle feedback – they recognise that it is vital to include craft in 

voice training. The same scholars propose that the feel movement can be attained through 

sensory, verbal, and tactile cues, adding that learning to feel movement calls for much 

attention. LeBorgne and Rosenberg (2021) are against requesting learners to sing in the head 

voice register if they have no idea what it feels like to sing in the head voice register. This 

view can imply that if learners do not feel the different larynx movements, asking them to 

sing with a high larynx posture required in belting singing may be challenging. In the same 

vein, if learners do not feel the larynx’s forwarded movement, they could find it challenging 

to find mixed voice qualities. This is a view based on the understanding that altering the 

larynx position will change different voice qualities (Kayes, 2004). Helding (2016) also 

holds a similar view and proposes that training must alter the larynx to attain different voice 
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qualities. This implies that singing teachers cannot solely rely on instructing learners to sing 

the high note without providing any solid voice technical framework. Similarly, singing 

teachers should not give singers instruction like, ‘belt your high note like Christina 

Aguilera.’ On the other hand, EFA-based instructions in the line of ‘throw the high note’ can 

be described as wishful thinking that will not facilitate proficiency in voice performance 

(Helding, 2016). Consequently, based on the pedagogical views expressed above by 

numerous experts, the teaching and learning of belting singing with the connection of muscle 

feedback principle are appropriate to use in developing the teaching guide in this study. 

3.4.3 Pedagogical Perspectives of the EFA Principle 

Unlike the IFA principle, where singing teachers can guide learners to find, feel, and 

control the mechanism involved in voice production, singing teachers may apply different 

images, analogies, and instructions when implementing the EFA principle in voice teaching. 

For instance, Teacher A may ask Learner A to ‘belt like Christina Aguilera’, while Teacher 

B may ask Learner B to ‘belt like Aretha Franklin.’ On the other hand, another voice teacher 

may ask her student to ‘throw your voice out of the balcony’, while another teacher may ask 

the learner to ‘throw the voice out of the window, door, or to the neighbour.’ If one considers 

that these EFA-based instructions are individual, an attempt to collect complete instructions 

used in voice studios is impossible and beyond the scope of this study. Table 3.9 shows some 

of the EFA principles used in developing the teaching guide. 

If one considers that feeling the muscle is an important element in voice training, it 

becomes apparent that exercises and strategies on training muscles involved in voice 

production will be a part of the teaching guide developed in the present study. The muscle 

training included in this guide will include the laryngeal muscles, vestibular folds, tongue 
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muscles, aryepiglottic sphincter, velum, jaw, lips, head and neck, and torso. Also, in terms 

of the health factor (see Literature Review), the importance of the EFA principle should not 

be overlooked. Therefore, an amalgamation of EFA and IFA will be applied in the muscle 

training exercises. The word feel will be used in several exercises in the teaching guide: 

feeling the tongue position, feeling different larynx positions, and feeling the differences 

between retracted and de-constricted vestibular folds or false vocal folds conditions. Figure 

3.4 shows how MAF principles were developed into the theoretical framework for this study 

that sought to explore the selected singing teacher’s perspective regarding the application of 

exercises and strategies in the teaching guide, developed based on MAF principles. 
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 Figure 3.4: Theoretical Framework: Application of MFA in Teaching CCM Belting 
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Studies (see the discussions in this chapter and Literature Review) show the potential 

benefits of applying ERA and IFA principles in voice training and performance. However, 

it has also been noted that the two approaches also have their weaknesses. However, a 

combination of the two approaches will make it possible to leverage the strengths of each 

approach while mitigating the weaknesses. This could contribute to positive results in 

teaching and learning belting singing. This concept extends the aspect of motor theory 

training, specifically focusing on attention principles employed in teaching CCM belting 

singing. It is also in agreement with the present study’s recommendation that future studies 

use both principles in one-on-one voice training of non-classical singing styles (Crocco at 

al., 2020; Treinkman, 2020, 2021). The table 3.9 below shows the components of EFA and 

IFA principles and how these principles contribute to voice training separately. It also shows 

how the exercises and strategies in the teaching guide are developed based on EFA and IFA 

principles. Additionally, table 3.9 shows how the combination of EFA and IFA principles or 

MFA is applied in developing exercises and strategies in the teaching guide. 

Table 3.9: MFA Principle: A Combination of EFA and IFA Priniciples 

Muscles EFA Principle IFA Principle Combination 

Vestibular Folds Think of a 

happily 

surprising 

moment. Keep 

the laughing 

posture 

De-constrict, the 

vestibular folds, 

feeling the wide 

space in the 

larynx 

To de-constrict the 

vestibular folds, think of a 

happily surprising 

moment. Maintain the 

internal laughing posture 

while feeling the wide 

space in the larynx 
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Table 3.9 continued 

Laryngeal Muscles 

 

 

Gently breathe 

in 

Over the thyroid 

cartilage, place 

four flat fingers, 

feel the neutral 

laryngeal 

posture 

Gently breathe in, place 

four flat fingers over the 

thyroid cartilage, feel the 

neutral laryngeal posture. 

Swallow like one who is 

drinking a liquid, allow the 

larynx to move up 

Head and Neck Start with the 

noble posture. 

Stand like a 

royal queen or 

king 

Keep the head 

posture 

lengthened 

Keep the head posture 

lengthened like a queen or 

king 

 

The present study constructed a theoretical framework that involves the goals, values, 

and strategies of the teaching guide, based on the motor learning theory. Knowledge of these 

theories and principles, particularly the components of FAP, will assist the instructors in 

developing optimal instructional materials for teaching CCM belting singing. Consequently, 

this will provide teachers with the tools and materials they require to gain the knowledge, 

skills, experience, and motivation needed to produce results for themselves and their students 

(Sink, 2014). 

3.5 Conceptual Framework 

A conceptual framework is the total, logical orientation and associations of anything 

and everything that forms the underlying thinking, structures, plans, practices, and 

implementation of the researcher’s entire research project. It portrays the actions taken to 

conduct a research study. The framework is unnecessary to explain different elements in a 
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diverse research study (Dickson et al., 2018; Kivunja, 2018). Figure 3.5 below portrays the 

conceptual framework based on the discussion in the literature review chapter and this 

chapter in this study. 
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Figure 3.5: Conceptual Framework of the Present Study 
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3.6 Research Ethics 

Approval to conduct the current study was obtained from the Universiti Malaysia 

Sarawak on 05th June 2018. During the research period, the following ethical criteria were 

implemented:  

i.  The data collection and analysis processes were meticulously assessed and 

  carried out, particularly, the issue of anonymity/confidentiality of the  

  respondents of the current study. To honour the confidentiality of the  

  participant information, letter names have been assigned to each participant 

  (e.g. Singing Teacher A).  

ii.  The interviewees' identities were always safeguarded and maintained  

  anonymous throughout the study. 

iii.  The researcher gained consent from respondents to photograph them during 

  lessons on the condition that their faces be obscured for privacy reasons. 

iv.  Due to cultural differences, several of the photographs obtained were deemed 

  unsuitable for use in this study. Photographs featuring too-revealing clothing, 

  such as sleeveless tops, bareback tops, crop tops, shorts and skirts that expose 

  the thighs, and T-shirts containing inappropriate content were either obscured 

  or replaced with texts. The purpose of altering the photographs was disclosed 

  to all participants in this research. 

3.7 Chapter Summary 

This chapter has outlined the research methodology and the research design methods 

elaborately. It also explains the design and evaluation of the belting teaching guide in the 
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first phase, followed by the discussion of the processes involved in selecting signing 

teachers, instruments used to collect data, data-collecting processes, analysing and validating 

the collected data. The next chapter presents the outcomes of the findings and results. 
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CHAPTER 4  
 
 

FINDINGS AND DISCUSSIONS 

4.1 Introduction 

This chapter presents the formative evaluation results and findings from all the 

methods and activities described in the methodology section in Chapter 3 and the analysis 

of data done in this chapter that was used to generate and collect data central to the research 

study. The first part of the findings presented in this chapter are related to the formative 

evaluation results from both voice experts and the second part of the findings are related to 

the investigation of the singing teacher’s views regarding the belting teaching guide, the 

application of the MFA principle in teaching novice belters, the potential contributions of 

the teaching guide, and its impact on novice belters. The second part of the findings obtained 

from the data analysed represent the results that allow the researcher to determine whether 

the study's aims have been attained and answer the questions posed at the beginning of this 

study. Through the aims of this study, the researcher explored the selected singing teacher’s 

perception of the belting teaching guide and her view on how the developed exercises and 

strategies based on MFA principles impacted the training novice belters. 

Discussing the findings will focus on answering four main research questions 

(Merriam & Tisdell, 2016): 

i. What are the singing teacher’s perceptions of using the teaching guide  

  developed in the present study to train CCM belting singing?  

ii. What are the singing teacher’s perceptions of using the MFA principle to  

  teach CCM belting singing?  
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iii. What are the singing teacher’s views on the contributions of the teaching  

  guide developed in this study to voice pedagogy?  

iv. What impact does the use of the teaching guide have on novice belting  

  learners? 

4.2 First Part: Evaluating the Effectiveness of the Teaching Guide 

4.2.1 Formative Evaluation 

The interview sessions with the selected voice experts were arranged during 

spring/summer in year 2019. The first evaluator was interviewed in person on 26th April 

2019 in Wuppertal, Germany, whereas the second evaluator was interviewed via Skype on 

27th June 2019. The interview sessions were held after submitting the initial draft of the 

teaching guide to both evaluators, along with the review questionnaire. The data retrieved 

from both the questionnaire and interview were indeed valuable feedback that enabled the 

researcher to revise and improve the teaching guide. The following sections outline the 

feedback received, along with the subsequent revisions made to the teaching guide. 

4.2.2 Feedback from Voice Expert A and Voice Expert B 

The expert evaluators, Voice Expert A and Voice Expert B, gave both questionnaire 

responses and verbal feedback regarding the teaching guide (see Appendix 8). The 

suggestions offered by Voice Expert A and Voice Expert B on improving the teaching guide 

are presented below. 
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Table 4.1: Feedback Voice Expert A and Voice Expert B 
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Table 4.1 continued 
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Table 4.1 continued 
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Table 4.1 continued 
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Table 4.1 continued 
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Table 4.1 continued 
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Table 4.1 continued 
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Table 4.1 continued 
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Table 4.1 continued 
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Table 4.1 continued 
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4.3 Formative Revision 

4.3.1 Teaching Guide Revisions 

The feedback retrieved from the formative evaluation offered some valuable points 

to improve the teaching guide. The teaching guide was revised following the evaluation stage 

by incorporating the comments and suggestions of both the expert vocal teachers. The 

revised version of the teaching guide included the following amendments:  

i. A brief explanation of the head and chest voice registers. 

ii. An explanation of why breath management is unnecessary for belt voice  

  production. 

iii. An explanation of ‘vestibular folds’ and ‘false vocal folds’ as synonymous 

  terms. 

iv. The replacement of the phrase ‘shoulders held back’ with ‘shoulders held  

  down’ to help learners avoid excessive lifting of the chest and rigid posture. 

v. The inclusion of a ‘Glossary of Terms’ to briefly explain chest and head  

  voices. 

vi. The merging of similar exercises into a single exercise. 

vii. A reduction in the difficulty of exercises that may be too advanced for  

  beginners. 

viii. The inclusion of two mouth postures, so as to enable learners hear the  

  difference between the sounds produced by the protruded and spread mouth 

  postures. 
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ix. The introduction of child-like voice production as a strategy for laryngeal  

  elevation. 

4.4 Second Part of the Findings 

4.4.1 Findings from Interview Data 

This section focuses on the findings from the interviews with Singing Teacher A. 

These findings and discussions on this section were to answer the first research question:  

i) What are the singing teacher’s perceptions of using the teaching guide developed 

in the present study to train CCM belting singing? 

Data were collected through observations in actual belting teaching lessons and 

interview responses; this included central and sub-questions in the interview sessions. Other 

data collection methods, such as reflective journals, were additional data sources. The 

interviews were conducted to obtain the singing teacher’s views and perceptions regarding 

using the teaching guide in an actual belting teaching setting. The specific aspects explored 

included the relevance of prior knowledge and experience teaching belting singing and the 

perceptions and experience of using the teaching guide. 

The content and thematic analysis performed on the interview manuscripts yielded 

the three themes:  

(1) Relevance of prior knowledge and experience in teaching belting singing. 

(2) Positive views regarding the use of the belting teaching guide in this study. 

(3) Effectiveness of the belting teaching guide. 
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The findings are compiled into a theme from each aspect before they are further 

broken into sub-themes. The created themes are substantiated with the actual words of the 

participant. 

The researcher focused on the participant’s reactions and feelings during the member 

check, interview sessions, and teaching when analysing the results. Moreover, the researcher 

focused on the words used by the participants in the situations named above. The words 

describing feelings and phenomena and participants’ reactions could play an important role 

in answering this study’s research questions (Merriam & Tisdell, 2016). The naming of the 

themes and sub-themes covered in this chapter was done in a manner as sensitive as possible 

to describe what is in the data. Added to this, the researcher attempted to be extremely precise 

when describing the phenomenon, feelings, and reactions of participants (Merriam & 

Tisdell, 2016). 

4.5 Theme 1: Relevance of Prior Knowledge and Experience in Teaching Belting 
Singing 

The first theme is prior knowledge and experiences of teaching belting singing. It 

explains Singing Teacher A's pedagogical approaches in teaching CCM belting singing. The 

concept of prior knowledge and experience was necessary because the teacher taught CCM 

belting singing techniques before she was involved in this research study. Two sub-themes 

emerged from this central theme: (1) Western classical techniques are unhelpful in teaching 

CCM singing styles, (2) limited CCM belting instructional materials. 

4.5.1 Sub-Theme 1: Western Classical Singing Techniques are Unhelpful in 
 Teaching CCM and Belting Singing Styles 

Singing teacher’s prior knowledge of CCM belting singing and experiences of 

teaching CCM and belting singing was important for data collection in the study. It made it 
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possible to investigate her previous teaching approaches in teaching CCM and belting 

singing. This allowed the researcher to understand the singing teacher’s views regarding 

whether the teaching guide helped guide her to teach CCM belting singing. Focusing on the 

teacher’s prior knowledge of CCM belting singing and experiences helped compare the 

situation before and after the singing teacher used the teaching guide in actual teaching 

sessions. Therefore, the singing teacher was interviewed regarding her prior knowledge. She 

was asked to talk about the pedagogical approached she employed in her studio before 

participating in the current study. Singing Teacher A mentioned she applied Western 

classical singing techniques in teaching her CCM students. She explained that she learned 

singing from her classical singing teachers, and she transferred the learned skills to her 

students. The teacher indicated that she follows the approach used in her teaching because 

she considered Western classical singing safe, would not cause voice injuries, and could be 

used in any non-classical singing style. 

I applied classical singing techniques (which I was very familiar with) in teaching 

 my CCM students. I did this because my singing teachers told me that classical 

 singing techniques could be used to sing any pop songs, including rock songs, and 

 would not damage voices. One of my teachers told me that classical singers never 

 had voice problems, but non-classical singers had tons of voice issues (STF4). 

Singing Teacher A’s belief that Western classical singing techniques could be used 

to teach all non-classical styles was also due to her observations of how her previous singing 

teachers taught non-classical singers. She said, ‘I also recognised that they used the same 

approach [classical singing techniques] in teaching other students musical songs, and I 

thought what they did was correct. So, I just duplicated the approaches when I taught my 

CCM students and belters’ (STF1). 
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The teacher previously firmly believed the Western classical singing approaches 

were suitable when teaching non-classical singers. She recognised that her colleagues and 

other singing teachers applied similar approaches. 

My colleagues and other singing teachers around me were using classical singing 

techniques to teach CCM. Since they were using the methods in teaching their 

students, I should not feel bad if I also did the same. It is still a widespread practice 

among singing teachers; most teachers do that (STF6). 

Based on Singing Teacher A’s responses, it can be inferred that most singing teachers 

believe that Western classical singing techniques could be used to teach any other singing 

styles, including belting. This is in keeping with the conclusions made by LoVetri (2003) 

and LoVetri and Weekly (2009), who concluded that singing teachers were using classical 

singing techniques in teaching CCM (see Literature Review). In a recent investigation by 

Edwards and Hoch (2018), both voice experts mentioned that voice learners were still not 

being trained to sing anything other than classical. The acceptance that Western classical 

techniques can be used to teach non-classical singing could be associated with Western-style 

formal music education derived from the conventions of Western classical music pedagogy 

and thus, developing many classically trained musicians believe that classical music is 

superior to popular music (Green, 2005). 

From the interview responses, it was understood that the singing teacher’s prior 

knowledge and experience of Western classical singing did not help her in training CCM 

belters. She recognised the sound productions were not satisfying with the classical singing 

approach; however, she was helpless. She put it this way: 
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These approaches [classical singing approaches] were not only technically irrelevant 

 for teaching my CCM belters, but the voice qualities were also not appropriate. 

 Somehow, I thought that my students did not sound ‘pop’ enough. They sounded 

 like they were singing Maria Callas sang ‘Defying Gravity’ from the musical 

 ‘Wicked.’ I started to suspect and question my teaching approaches since these 

 classical approaches did not work, and the outcome of the voice qualities was strange 

 to me. I knew that something went wrong with the teaching approach, but I did not 

 know what. My CCM students sounded 80% opera, 10% pop, 10% in between, do 

 you know what I mean? The voice qualities were a bit here and there, nothing solid 

 and clear (STF7). 

This further justifies the view that using Western classical singing techniques may 

not be sufficient in creating the desired CCM belt voice qualities. This view is in line with 

the very recent investigation by Bartlett and Naismith (2020). They concluded that classical 

techniques fail to recognise the physiological adjustments needed to achieve the many style-

driven elements of CCM vocal production.  

Based on the views expressed in this section, it can be deduced that using Western 

classical singing techniques in teaching CCM belting is ineffective. Singing Teacher A used 

classical singing techniques to teach all singing styles, including belting, because of her 

earlier Western classical singing training background and the influences of her previous 

singing teachers and colleagues. However, from her responses during the interviews, Singing 

Teacher A was not satisfied with the contemporary voice qualities resulting from the 

classical approaches. 
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4.5.2 Sub-Theme 2: Limited Belting Instructional Materials 

In voice pedagogy, it is typical for singing teachers to use different vocal exercises 

from different sources in teaching singing. Vocal exercise books ranging from ‘Vaccai,’ 

‘Lütgen,’ to ‘Lamperti’ are some of the commonly used resources. When Singing Teacher 

A was asked if she used other teaching sources in teaching belting singing, she revealed that 

she used several singing books commonly used by singing teachers (see Figure 4.1 below). 

She used these books for ideas for teaching CCM and belting singing because belting 

teaching materials were very limited. She responded: 

I could not find any books on teaching belting singing, nothing for belting pedagogy. 

 Since many singing teachers used these books and the publishers were reliable, I 

 thought ‘half a loaf’ is better than nothing so, I used them too (STF3). 
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Author Title Publisher Researcher’s Comments 

Tjark Baumann Stimmbilder: 30 

Bildkarten für 

Chor, Gesangs- und 

Stimmbildungs-

unterricht 

 

Fidula The book contains singing 

exercises which are related to 

Western classical singing. 

CCM singing teachers may 

find the exercises are not 

useful to teach CCM singing 

techniques. In addition, the 

book contains mainly images 

with very little information 

about voice function. 

Gerd Guglhör Stimmtraining im 

Chor 

 

Helbling The book contains only voice 

exercises for Western classical 

singing styles and techniques. 

Singing teachers may find the 

exercises not helpful to train 

CCM singers. 

Gerhard Schmidt-

Gaden 

Wege der 

Stimmbildung 

Hieber Singing exercises are mainly 

related to Western classical 

singing.  

Figure 4.1: Singing Teacher A’s Teaching Sources 
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Singing Teacher A’s responses reveal an urgent need for belting teaching 

instructional materials. When asked if she could differentiate between the belting teaching 

guide in this current study and the previous books she used before, she said:  

First of all, I think there are two different types of books, teaching guidebooks and 

 singing books. They are different. I think good singing teachers should know what 

 and how to teach, they need to have teaching books. Singers need singing books; 

 they do not need to know how to teach. They can just sing through the exercises. 

 Your teaching guide is THE [stressed on the word ‘the’] teaching guide for teaching 

 belting singing. The other books I used were related to general teaching singing 

 exercises; they were not related to TEACHING [stressed on the word ‘teaching’] 

 belting singing. Secondly, the books I used previously were classical; your teaching 

 guide is contemporary belting; they are different. Before knowing your work, I did 

 not see any belting teaching guidebook; I could not find any guidebooks on teaching 

 belting singing. Your belting teaching guide was the first book I discovered (STF12). 

Based on her feedback, it can be said that the exercises in the singing books she used 

were not relevant to CCM and belting singing styles. Thus, Singing Teacher A was glad that 

the researcher developed a practical guidebook on teaching belting singing. She also presents 

the following thought in her reflective journal (Reflective Journal on 03.09.2021, see 

Appendix 18): 

I am so glad to have this teaching guide. It gave me so much information on teaching 

 belting singing. I will not use my previous materials anymore after reading this 

 teaching guide, I started to understand why Western classical singing techniques 

 should not be used to teach CCM belting. 
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From Singing Teacher A’s responses, it can be noted that the teaching guide in this 

study serves as an essential instructional tool for her and other individuals teaching belting 

singing. Also, it can help solve the problem of limited instructional belting teaching 

materials. It can also be posited that the teaching guide helps solve the worrying conclusions 

by LeBorgne and Rosenberg (2021). They mentioned that teaching materials solely for 

training belt voice production are seriously lacking, showing a pressing need for creating 

reliable belting instructional materials for singing teachers. Succinctly, the teaching guide in 

this study serves this purpose. 

4.6 Theme 2: The Positive Views of Using the Belting Teaching Guide in this Study 

It has already been noted that the demand for CCM and belting is high. Consequently, 

20th Century voice teachers will likely encounter requests from students who want to learn 

and perform styles other than Western classical singing. As part of commercial music 

training, the ability to train belting will inevitably need to be addressed by the teacher 

(LeBorgne & Rosenberg, 2021). Due to the lack of belting instructional materials, the 

researcher developed a belting teaching guide in the present study, highlighting the need for 

a teaching approach to the CCM belting technique distinct from traditional classical 

pedagogy to serve the needs of belting learners better. To investigate the efficiency of the 

developed teaching guide, the researcher sought Singing Teacher A’s views of the 

practicality of the developed teaching guide in this current study. From the theme, the 

following sub-themes arose:  

i. Created new knowledge. 

ii. Less is more and step-by-step approaches. 

iii. Straightforwardness and visual elements were useful. 
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iv. Overlooked instructional materials were useful. 

4.6.1 Sub-Theme 1: Created New Knowledge 

When asked about Singing Teacher A’s perceptions regarding the teaching guide 

based on her classical singing background, she mentioned the teaching guide provided her 

with a different view on CCM singing and belting singing, making her understand that the 

technical skills involved in belting singing are different from those involved in Western 

classical singing: ‘It made me understand that Western classical singing techniques cannot 

be used to teach CCM singing techniques, including belting’ (STF9). 

From her response, it can be said that the teaching guide in this current study has 

created awareness in Singing Teacher A that using CCM belting singing requires different 

technical skills. To elucidate her views on how the teaching guide helped her conclude that 

western classical singing could not be applied in teaching CCM belting, she indicated that 

voice science information in the teaching guide brought her to understand that CCM belting 

involved different voice productions. She indicated that the comparison table in the teaching 

guide made the differences between classical singing and belting singing techniques distinct. 

Thus, based on the studies from voice scientists, she was convinced that the teaching belting 

should have its own pedagogical approaches and not be done according to the standard 

Western classical singing approaches. In this regard, she said: 

The teaching guide contained a lot of voice science information. Most of the 

 technical exercises began with scientific explanations. I enjoyed reading it very 

 much. All the voice science information made me understand how to belt voice was 

 made. With the comparisons between classical singing and CCM belting singing 



191 

 techniques, I firmly believe that singing teachers cannot use classical techniques to 

 teach belting (STF10). 

From Singing Teacher A’s response above, it becomes apparent that the teaching 

guide has improved her knowledge from a voice science aspect on how to belt voice was 

created. This understanding helped her drop the perception that Western classical singing 

techniques are appropriate for teaching all singing genres. In this regard, she said: 

Based on the science information in the teaching guide, I have also recognised that 

 if I want to teach CCM singing and belting, I must change my teaching approaches. 

 If singing teachers insist on teaching CCM and CCM belting singing with Western 

 classical singing techniques, they may not be able to attain positive results because 

 the techniques are different. If classical techniques such as lowering the larynx or 

 creating bigger pharyngeal space are used in teaching belting, singing teachers will 

 hurt their students’ voices (STF10). 

Singing Teacher A’s view that the use of Western classical singing approaches in 

teaching belting singing is inappropriate is in line with the recent study conducted by Roll 

(2019). Roll (2019) conducted qualitative research to investigate what belters thought of 

belting singing techniques. The research method was similar to the present study, where Roll 

(2019) conducted interviews and observation sessions with the participants. The aims and 

objectives were, however, different from the present study. She wanted to explore belters’ 

views on belting singing techniques. Her findings revealed that Western classical singing 

approaches were not used to produce the belt voice. 

Secondly, Singing Teacher A’s view regarding the use of Western classical singing 

techniques in teaching CCM belting would cause voice issues agrees with the investigations 
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focused on CCM voice pedagogy by Bartlett and Naismith (2020). Bartlett and Naismith 

(2020) concluded that using the Western classical singing technique to perform any of the 

CCM styles of singing was unhealthy, inappropriate, unhelpful, and inefficient.  

From Singing Teacher A’s responses, it can be said that she believes that the teaching 

guide in this study recognises and addresses the differences between CCM and classical 

singing. She also agrees that CCM belting pedagogy and voice production are necessarily 

different from what is needed for Western classical pedagogy and singing styles. Also, from 

Singing Teacher A’s perspectives of the teaching guide, it can be noted that the teaching 

guide helped her to grow her pedagogic knowledge with comprehension of skills needed to 

teach belting singing, promoting voice science information in teaching voice pedagogy, and 

also altered her teaching approaches systematically. The teacher said, ‘Before reading this 

teaching guide, I thought belters needed a lot of air to belt, now, I understand why belters 

need less air and the use of air is different from Western classical singing’ (STF10). 

4.6.2 Sub-Theme 2: Less is More and Step-by-Step Approaches 

The teaching guide used easy-to-understand language, coloured images, and 

diagrams. The anatomical and instructional tools and technical exercises were developed so 

that they are related to teaching belt voice production. Non-related and unnecessary belting 

teaching materials and information such as singing legato lines, vibratos exercises, and deep 

breathing exercises were excluded from the guide.  

Considering the reality that belting singing is a high-intensity singing style, the 

content of the teaching guide was developed by breaking down more significant chunks of 

information into smaller portions (De Jong, 2010; Shibli & West, 2018). This was done to 
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avoid dumping too much information on singing teachers. Also, the teaching guide was 

structured to minimise the learners’ cognitive load.  

With regards to her views regarding the content and structure of the teaching guide, 

Singing Teacher A responded: 

The content of the teaching guide was very well structured. All new instructional 

 materials were presented in small amounts and quantities. The exercises were very 

 thoughtfully developed and easy to understand. The diagrams in the teaching guide 

 were beneficial for me to learn to teach different voice qualities. They were making 

 my learning and teaching processes more effective (STF16). 

Singing Teacher A agreed that smaller chunks of information were helpful and 

helped her learn and teach belting teaching skills more effectively. This view is in keeping 

with Rosenshine's (2012) conclusions on principles of instruction. According to Rosenshine 

(2012), providing learners with small amounts of new learning materials promotes a practical 

learning experience. This view is also supported by Crocco and Meyer (2021). They 

emphasise the importance of the ‘less is more’ principle in voice teaching to avoid students 

getting overloaded when singing; teachers flood them with too many concepts to think about 

at once (Crocco & Meyer, 2021).  

During lesson observations, the researcher observed positive teaching and learning 

results in voice lessons when the teacher used the teaching guide developed in this study. 

For example, in observing the lesson on 23.08.2021, Singing Teacher A followed the 

instructions given in the teaching guide and taught Student A by presenting concepts in 

smaller when finding a retracted vestibular folds position. Singing Teacher A asked Student 

A to push the table and feel if her throat was narrowed (Figure 4.2). Only these two 
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instructions were given. Later, Student A reported she was glad that Singing Teacher A did 

not ask her to do more and add more instructions. This made it possible for the learner to 

concentrate on one task and successfully feel her throat as it was narrowing when she pushed 

the table; also, she felt her throat relaxed when she did not push the table. During the lesson, 

Student A mentioned said: 

Luckily you (singing teacher) did not ask me to do more things. The instructions 

 were good enough for me to digest the given information and to feel the differences 

 between de-constricted and constricted vestibular folds positions. Yes, I felt the 

 difference (Observation note taken on 23.08.2021, see Appendix 22). 

The researcher observed that Student A reported her feelings with confidence and 

happiness, a sign that she found the exercises helpful in finding a retracted vestibular folds 

position. In addition, Singing Teacher A was shouting happily because of the positive 

teaching and learning results (Figure 4.3). 
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Figure 4.2: Singing Teacher A instructed Student A on how to find constricted and de-
constricted vestibular folds positions. In this lesson, Student A was asked to push the table. 
The researcher observed that Singing Teacher A was aware of the minimum distance to be 
kept between Student A and herself due to the situation with covid-19. Thus, the singing 
teacher modified the exercise from pushing the piano to the table 
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Figure 4.3: The researcher observed how Singing Teacher A taught chapter one and  
two on 23.08.2021 

 

Through observation, it was noted that Singing Teacher A followed the sequence of 

the exercises in the teaching guide, aiming at giving instructions in digestible chunks when 

teaching new materials. The teacher only allowed students to move on to the following 

exercises after mastering the skills already taught. For example, Singing Teacher A moved 

to the next exercise guiding Student A to find a high larynx posture only after affirming that 
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Student A could find the de-constricted vestibular folds position. This pedagogical approach 

developed in the teaching guide was in line with the effective instruction principle suggested 

by Rosenshine (2012), who suggested that only after learners master the first step should the 

teachers proceed to the next step. 

Based on the responses from the participants in this study, it can be concluded that 

they agreed that the teaching and learning experiences were successful. The smaller amount 

of information and the ‘know how to do X before doing Y’ approach, as the singing teacher 

explained to Student B and C, also guided both students in learning belting singing 

techniques. In asking how the given instructions helped him to learn the belting technical 

skills, Student B responded: 

She did not allow me to sing first. I was only allowed to perform the singing exercises 

 after knowing how I could make it. The instructions were clear, short, and easy to 

 understand. She successfully guided me to find the technical skills required for 

 belting (SBF11). 

Student C shared her views on her learning process and commented that: 

I can tell you she changed her teaching approaches. The instructions she gave me 

 were easy to digest. She basically followed the steps in the teaching guide: (1) short 

 explanations, (2) do the exercises without voice (3) do the exercises with voice. No 

 new learning concepts were added before I knew how to make certain voice qualities. 

 I enjoyed learning because of this new approach (SCF12).  
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From the responses above, it can be said that the teaching guide in this study helped 

Singing Teacher A to change her teaching approach. With regards to how the teaching guide 

transformed Singing Teacher A’s teaching skills, she responded:  

Your teaching guide taught me how to teach belting singing and helped me change 

 my teaching skills. I used to talk a lot when I taught. After interacting with your 

 guide, I started to talk less. I have even created these four words to remind me in my 

 studio: short, simple, step-by-step, and sing. Keep the explanations short, make the 

 exercises simple, use a step-by-step approach and let them sing (STF16). 

In this regard, Singing Teacher A’s view was in line with the music pedagogical 

concept suggested by Jorgensen (2008), who says that pedagogues should only give the most 

direct and most concrete feedback in teaching sessions. The same scholar suggests that they 

should be able to construct layers of explanation on a ‘need to know’ basis. Simply put, less 

is more. 

4.6.3 Sub-Theme 3: Straightforwardness and Visual Elements were Useful 

Singing Teacher A provided positive views of the teaching guide’s content from the 

responses. She further revealed detailed information regarding the language used to explain 

belting singing; diagrams and exercises were helpful, helping her to first understand belt 

voice production easily and later in teaching belting effectively and efficiently. Regarding 

her view regarding the language used in the teaching guide, Singing Teacher A responded: 

‘Your teaching guide is very different from these singing books. It is easy to understand, the 

language used is straightforward’ (STF22). 

Furthermore, Singing Teacher A shared that the language used in the teaching guide 

also helped her understand voice anatomy easily, leading to her changing her teaching 
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approach. Regarding her view on the language used to explain voice mechanism, she 

suggested that the descriptions in the teaching guide were easy to comprehend: ‘the anatomy 

sections in your teaching guide were easy to understand. The language was very 

straightforward, clear and short’ (STF16). 

She added, ‘You avoided using scientific terms such as ‘cricothyroid, 

thyroarytenoid’…The content was very reader-friendly. In other words, you made difficult 

concepts easier to understand’ (STF19). This view is consistent with the singing teaching 

and learning principles suggested by Angell (2019), who proposed that avoid teachers avoid 

jargon or complicated terminologies in teaching singing because learners might listen and 

comprehend better when the words are well chosen. 

When responding to the questions about the use of diagrams and pictures in the 

teaching guide, Singing Teacher A reported that the visual aids were helpful for her to learn 

belting pedagogy. This view agrees with Stokes (2002) that visual elements are helpful in 

teaching and learning. Singing Teacher A provided a detailed response: ‘The language is 

straightforward, and the diagrams are useful. I don’t think any CCM singing book is so 

comprehensive like yours’ (STF61). She added that:  

You also created more extensive diagrams and images in the teaching guide for 

 singing teachers to understand better how the exercises should be carried out; I liked 

 the idea very much. It showed that you were thoughtful and unselfish to share this 

 knowledge with others, making sure singing teachers understood everything you 

 mentioned in the teaching guide (STF16). 

Her view was also that ‘All exercises were explained carefully and many of them 

were accompanied by diagrams, making the exercises easier to comprehend’ (STF19). 
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Responses from Singing Teacher A showed how the simplicity in language and 

visual elements helped her understand belt voice production easily and guided her to apply 

the pedagogic concepts in actual belting teaching sessions. The teaching observation on 

23.08.2021 showed that Singing Teacher A understood how to belt voice was made based 

on science information contained in the teaching guide. She transferred the knowledge to 

her students by explaining everything briefly and simply, ensuring that she integrated voice 

science information in her belting teaching sessions. Singing Teacher A taught Student A, 

saying: ‘The vestibular folds sit on top of the true vocal folds. In belting, we should keep 

them apart’ (Observation Student A 23.08.2021, see Appendix 23). The information was 

precise and clear, and effective. 

During the interview session with Student A, the researcher asked the student what 

she thought of the given instructions.  Student A responded by saying, ‘I enjoyed it a lot. 

The explanations were short but yet clear enough to understand. Her explanations helped me 

understand things I should pay attention to when I belt’ (STUA7). This teaching approach 

aligns with the pedagogic concept suggested by the renowned voice pedagogue Günter 

(1992). According to Günter (1992), a teacher who is teaching singing needs to speak to the 

student using simple language.  

In her reflective journal, Singing Teacher A wrote: 

Today’s lesson was very effective. I followed the instructions in the teaching guide 

 when I taught [name of Student A] to de-constrict her vestibular folds. I successfully 

 made complicated explanations easier to understand, and the result was fantastic. The 

 teaching guide's information, descriptions, and explanations inspired me to 

 reorganise my teaching skills, keeping everything simple and brief. The instructions 
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 taught me how to teach belting effectively and changed my teaching skills 

 (Reflective Journal, 23.08.2021, see Appendix 18). 

In response to questions regarding the exercises in the teaching guide, Singing 

Teacher A shared her view in this way: 

The intervals of the exercises were very thoughtfully developed. Exercises with 

 smaller interval leaps helped me to better identify and to teach the voice qualities. 

 Generally, the exercises with singing patterns such as 1-2-3-4-5-4-3-2-1 or 1-3, 1-5, 

 1-8-5-3-1, or 1-2-3-2-13 were easy to follow and to identify if students made any 

 changes in voice quality. This is different from my previous exercises [singing 

 teacher demonstrated]: 1-2-3-4-5-4-3-2-1-3-5-8-5-3-1 or 1-8, 1-8, 1-8-5-3-1, which 

 were either too long, too difficult to sing, or the intervals were too large (STF19). 

Singing Teacher A shared her view regarding the small interval in the voice 

exercises. In the after-lesson interview on 23.08.2021, she said that ‘the smaller intervals 

were important for me…I could listen to how [name of the student] sang. Therefore, I could 

help her more effectively…’ (STA1/1). Similarly, singing students shared their positive 

views regarding the technical exercises. For instance, according to Student A: 

The new technical exercises were easy to follow; therefore, I could focus on how to 

 make my voice production. I did not have to remember the tones. Previously, I had 

 
3 Moveable Do is being used in this study. Do, Re, Mi, Fa, Sol, La, Ti, Do become 1, 2, 3, 4, 

5, 6, 7, 8.  



202 

 first memorised the tones. I was afraid of making mistakes, and it was really 

 exhausting to remember so many tones (STUA1/8). 

Student B replied this way: ‘I felt the technical exercises were easy to sing. The 

intervals were small. I could train my muscles easily for making different voice qualities. It 

would be more difficult if the intervals had bigger leaps’ (STUB8/4). 

Student C shared responded: 

I felt the technical exercises were easier to follow. Previously, I had to ask my singing 

 teacher to repeat the tones so that I could remember what I should sing. With the new 

 technical exercises, I could focus more on my voice muscles, monitoring what I could 

 do with my muscles to make the voice (STUC8/4). 

So far, the responses from the participants in this study show that the teaching guide 

was helpful in teaching and learning belting singing. Furthermore, Singing Teacher A 

explained that some other unacknowledged teaching approaches in voice pedagogy were 

highlighted in the teaching guide that supported her in the teaching belting process. 

4.6.4 Sub-Theme 4: Overlooked Instructional Materials were Useful 

This sub-theme captured Singing Teacher A’s views about training male belters, fact-

based information in teaching belting singing, and warm-up and cool-down exercises 

(beltercise) specifically for belters. Singing Teacher A suggested that including guidelines 

on training male belter exercises in the teaching guide were essential and valuable. She said, 

‘I can tell you that I really appreciated this thought. It was so important for me, a female 

teacher, to know training male belters’ (STF16). 
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The feedback from Singing Teacher A about limited exercises and information on 

teaching male belters was, in fact, a pedagogical issue that Bourne and Kenny (2015) have 

focused on. According to these two voice experts, most teachers did not recognise belt in 

men as clearly as they did for female belters (Bourne & Kenny, 2015). Thus, the teaching 

guide in this study includes exercises on training male belters. The guidelines assisted the 

singing teacher in dealing with the challenge she had faced when teaching male singers. This 

is in keeping with the views of Edwin (2007), who suggested that the production of belt 

singing for men can be dramatically different compared to that of women. Therefore, it is 

necessary to address male and female belt pedagogy separately. This is an issue addressed 

by the teaching guide developed in this study. Singing Teacher A said: ‘… the exercises for 

the male voice were so practical and useful. I have never read or seen such exercises 

anywhere, designed for training male belters’ (STA4/6). Singing Teacher A added her 

perceptions regarding the exercises developed based on voice science information: ‘This 

teaching guide also made me understand the importance of voice science information in 

training singing, guiding me to teach belting singing with science information…’ (STF10). 

From her responses, it can be concluded that Singing Teacher A learned the 

importance of fact-based pedagogy and agrees that voice science information should be used 

as a reference in teaching belting singing. She expressed her view in another way but 

emphasised the importance of teaching belting singing based on scientific facts: ‘the voice 

anatomy and science information helped me explain belting singing to my students based on 

facts and credible research’ (STF16). Singing Teacher A’s perception on this aspect 

indicated that she felt that the teaching guide assisted her in teaching belting singing more 

effectively. Voice expert Edwin (2020) recently pointed out the importance of explaining 

voice function based on science in the voice studio. According to him, ‘How can our students 
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learn what is actually going on in their singing systems if we as teachers keep using outdated, 

unscientific, and culturally biased information?’ (Edwin, 2020, p.83). Edwin’s view was 

supported by Sjoerdsma (2001), who proposed that singing teachers should understand voice 

science and apply the knowledge of voice anatomy, voice mechanism, and the positions and 

functions of the organs and muscles in teaching singing (Sjoerdsma, 2001).  

Singing Teacher A has indicated that she finds the belting teaching guide extremely 

useful instructional material in teaching belting singing. She adds that it has made it possible 

for her to develop new teaching knowledge in CCM belting. She proposed that the teaching 

guide was well-structured, systematic, user-friendly, and enjoyable to use: 

Exercises were highly amusing, making teaching belting singing more fun. Exercises 

 such as ‘Happy Belter,’ ‘Harry Potter’s Magic Spell,’ and ‘Miss Universe’ were 

 fantastic. I cannot forget these exercises as they were so fun and yet practical to use 

 to teach belting singing (STF16). 

In sharing her views about warm-up and cool-down exercises in the teaching guide, 

Singing Teacher A reported the beltercise (warm-up and cool-down exercises) in the 

teaching guide changed her views of standard or previous warm-up exercises she used in her 

studio, making it possible for her to understand the skills needed and the objectives of warm-

up and cool-down exercises. She shared her views on how she altered her warm-up exercises 

and shifted from standard warm-up exercises to beltercise, which she viewed as more 

beneficial for belters: 

My previous standard warm-up exercises did not prepare my students for belting… 

 I did not ask them to take care of the larynx posture, prepare their chest voice qualities 

 effectively, adding AES or twangy sound in their voices… My previous warm-up 
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 exercises were somewhat aimless. I warmed up my students’ voices just for the sake 

 of warming up (STF31). 

The singing teacher added that: 

Your concept with beltercise made me understand that warm-up sessions should be 

 conducted based on the vocal tasks… If they want to learn belting, I will emphasise 

 warming up their chest voice registers (STF60). 

Singing Teacher A’s positive views of beltercise were explicitly elaborated in the 

after-lesson interview on 27.09.2021, where she had applied beltercise for the first time 

while teaching a student. In the interview, the teacher said that the beltercise guided Student 

A to find her chest voice easily, it was logical in making belt voice production, and helped 

save time: 

Before I got to know beltercise, I used those standard warm-up exercises where I 

 mostly warmed up my students’ head voice registers,  exercises such as on the 

 descending tones 8-7-6-5-4-3-2-1 or 5-4-3-2-1 with vowel /u/…After I understood 

 the concept of ‘beltercise,’ I realised the importance of warming up the chest voice 

 register in teaching belting singing…For example, in today’s lesson, [name of the 

 student] could easily find her chest voice production after using the exercises based 

 on beltercise (STA 6/1). 

She adds, 

So, what you wrote made a lot of sense. For example, with [Name of the student], 

 she immediately ‘prepared’ the chest voice for the belting exercises very well. The 

 exercise was also logical: How can I just warm up the head voice while also needing 
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 the chest voice for belting? I noticed her chest voice was there, and it was easier for 

 her to do the belt voice. I am delighted to do the beltercise exercises with her (STA 

 6/1). 

Singing Teacher A also said that ‘… with the standard warm-up exercises, I might 

need to spend more time guiding [student's name] to find her chest voice’ (STA 6/1). 

Singing Teacher A’s views on the positive results of using beltercise matched with 

the feedback provided by all three students in this study. Student A shared her view after the 

lesson on 27.09.2021: ‘…I felt I could find my chest voice easily after using the new warm-

up exercises (‘beltercise’). The feeling was different. I felt more engaged with my speaking 

voice quality…’ (STUA 6/1). In reporting her views in the final interview, Student A 

provided a more detailed perception of beltercise. She expressed her thoughts this way: 

Beltercise physically and mentally prepared me for my belt voice. The warm-up 

 exercises were really helpful. It helped me warm up my muscles, such as the chest 

 voice and the mixed-voice qualities, helping me with my body posture, which I 

 needed for belting. My voice was more prepared and ready for the tasks. I was more 

 engaged in belting. My previous warm-up exercises were different. I just sang the 

 tones up and down without knowing what and why I did that. She [singing teacher] 

 taught me the importance of beltercise, and I now know how to warm up my voice if 

 she is not around (SAF16). 

From Student B’s views, it can be seen that he regarded the new warm-up exercises 

(beltercise) as useful for him to find his mixed voice qualities. In the after-lesson interview 

on 08.10.2021, he said, ‘…I felt that I could find my   voice easily. Compared to last week’s 

warm-up exercises, today’s new warm-up exercises somehow prepared me to find my mixed 
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voice qualities. Therefore, I found that learning the belt-mix technique presented me with 

fewer problems’ (STUB6/4). 

In the final interview session, Student B provided more in-depth viewpoints 

regarding beltercise. He responded: 

I think beltercise makes a lot of sense. The warm-up exercises are related to belting 

 singing and preparing belters for the belt voice production. Unlike my previous 

 warm-up exercises, they were not related at all. Please allow me to make this 

 example: If I want to train my biceps, I will not warm up my legs and neglect my 

 arms. I need to make the warm-up exercises relevant and related to my tasks. So, I 

 like beltercise because it prepares me for the tasks I want to do (SBF16). 

Like Student A, Student C reported her positive experience of finding her chest voice 

register easily with beltercise on 08.10.2021. However, she added another point: ‘I had so 

much fun preparing myself for the chest voice production needed in learning belting singing; 

especially the exercise with ‘Miss Universe’ where I could easily find my speaking voice 

quality’ (STUC6/1). 

Belting teaching observation showed that Student C had fun learning and doing the 

warm-up exercises on the chest voice register (Figure 4.4). 
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Figure 4.4: The researcher observed how Singing Teacher A warmed up Student C’s 
chest voice register based on the warm-up exercises in beltercise. Student C was asked to 
announce the winner of the new miss universe 

 

Similarly, Student C provided her with more comprehensive views in the final 

interview. According to her: 

The exercises prepare my voice, my body, my thoughts, everything for belting. I 

 know what the exercises are for, why I do these exercises, and how to perform them. 

 They are just relevant! I felt more prepared, secured, and alert with my belt voice. I 

 somehow had the feeling my voice was stronger after doing the warm-up exercise 

 from beltercise (SCF16). 

All participants in this study revealed that the warm-up exercises were helpful for 

them. From the singing teacher’s perspective, she gained new knowledge considering warm-

up exercises in beltercise helped her prepare her students to belt. Compared to the previous 

standard warm-up exercises, beltercise was more helpful for the belting learners. In this 
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regard, students shared their views that the warm-up exercises were fun to use. Moreover, 

they felt that beltercise physically and mentally prepared them to produce the belt voice 

qualities and were logical and relevant.  

The thought of developing beltercise indeed also emphasised the importance of cool-

down exercises. Cool-down exercises for belters are very seldom mentioned in research 

studies. The importance of cool-down exercises is overlooked by many voice pedagogues, 

including choir conductors. Singing Teacher A reported that she did not even know about 

cool-down exercises. The conductors that she used to work with did not do any cool-down 

exercises after rehearsals. The omission of cool-down exercises by singing teachers and 

choir conductors was also reported by Ragan (2018b), who mentioned that vocal cool-down 

at the end of a lesson, rehearsal, or performance is not yet standard practice.  

The researcher in the present study wanted to explore the views of Singing Teacher 

A and her students regarding the practicality of the cool-down exercises in the belting 

teaching guide. The following responses were collected from the interview sessions. 

Singing Teacher A was asked about her view on cool-down exercises, and she put it 

this way: 

I did not even do any cool-down exercises before knowing you. I only got to know 

 it after reading your teaching guide. I think cool-down is very important too. I have 

 used it with my students, and the results are promising (STF31). 

The teacher added that ‘…the cool-down exercises were important. My students had 

a clear speaking voice after performing the cool-down exercises. All these exercises make 
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so much sense. We warm our bodies up before we jog; after jogging, we do some stretching 

exercises’ (STF30). 

Singing Teacher A suggested that the cool-down exercises positively affected her 

students. To investigate if her students experienced positive outcomes the teacher was 

referring to, the researcher asked them what they thought regarding the cool-down exercises. 

Student A reported: 

My speaking voice was clear, and I felt more comfortable with my voice. I cannot 

 describe the feeling because the feeling was in my body, and I could say that I felt 

 good after doing the cool-down exercises. My voice was not tired (SAF17). 

Student B said: ‘I felt my voice went back to the normal speaking position after this 

[doing cool-down exercises]. No breathiness, no hoarseness, I just felt great’ (SBF17).  

Student C shared the view that: 

It was like stretching my muscles after belting. I do not know how to describe it, but 

 I felt good. The exercises were easy, very calming, and I felt my voice was in good 

 condition after this [doing cool-down exercises] (SCF17). 

The responses from all participants revealed that the cool-down exercises were 

beneficial to their voice after belting. These views align with Sandage and Hoch’s (2018) 

conclusion that the cool-down routine returns the laryngeal framework to its neutral position 

following extensive voice use outside of comfortable phonation. Suppose one considers that 

belting singing is high-intensity voice production. In that case, it becomes apparent that the 

integration of cool-down exercises in the belting teaching guide in this study corresponded 
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with Sandage and Hoch’s (2018) conclusion that cool-down exercises help singers and 

belters experience less vocal discomfort. 

4.7 Theme 3: Effectiveness of the Belting Teaching Guide 

The researcher developed the belting teaching guide to solve the challenge of the 

very limited fact-based belting instructional materials in voice pedagogy. To explore Singing 

Teacher A’s perceptions on the effectiveness of the teaching guide, the researcher conducted 

interviews with the singing teacher, investigating her views of the teaching guide based on 

actual teaching sessions. In addition, the researcher observed the belting learning and 

teaching processes, paying attention to how the teaching guide helped Singing Teacher A to 

produce the desired results. From this primary theme related to the effectiveness of the 

belting teaching guide theme, two sub-themes emerged: positive results with the voice 

qualities required in belting and knowing what belting is and how to teach it. 

4.7.1 Sub-Theme 1: Positive Results with the Voice Technical Skills Required in 
 Belting 

To explore Singing Teacher A’s perception of the teaching guide’s effectiveness, the 

researcher concluded that the teaching guide helped Singing Teacher A teach technical voice 

skills required in belting. This conclusion is drawn from the Singing Teacher A’s view that 

the teaching guide helped her teach the technical skills needed for belting – how to teach 

vocal range, different voice qualities such as twangy voice, mixed voice, chest, and head 

voice quality. In expressing her view on how the teaching guide helped her teach one of 

these voice productions, for example, vocal range, the teacher said that based on the research 

studies mentioned in chapter two in the teaching guide, she learned that a high larynx posture 

was required in belting. She said that she followed the instructions in teaching her students 

to find the high larynx posture, and the results were impressive. After teaching Student A 
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the high larynx posture, the teacher indicated that: ‘… all of a sudden, [name of the student] 

changed her voice quality. Her voice was brighter. Apart from this, she sang higher. She 

could not do this before’ (STA 1/7). 

In addition, Singing Teacher A talked about another successful teaching experience 

during an interview with the researcher on 10.09.2021. After the short interview, Singing 

Teacher A told the researcher how she taught one of the male students who was not the study 

participant. Relating to the same incident, in the reflective journal, the researcher wrote: 

There was one emotionally touching story she wanted to share with me about her 

 male singer. She told me the male singer burst into tears when he could extend his 

 vocal range [happy with the results] … he extended his range from G4 [G above 

 middle C] to B4, the B note above middle C [see Figure 4.5 below]. She told me she 

 just asked him to place fingers over his larynx, felt how his larynx moved up as if he 

 was drinking water, and placed his tongue forward; his range was increased. I am so 

 glad to hear these pedagogical changes in her teaching and how her students 

 improved their singing skills (Researcher’s reflective journal on 10.09.2021, see 

 Appendix 20). 

 

 

 

 

 

Figure 4.5: The researcher’s note during the conversation with Singing Teacher A 
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Singing Teacher A’s view that a high larynx posture led to brighter voice production 

and expanded vocal range was in line with Steinhauer, Klimek, and Estill (2017). According 

to these voice specialists, lifting the larynx assists in extending the high range, making the 

singing tones brighter, and making it easier for singers to sing higher notes.  

In sharing their views about their vocal range, the singing students indicated that they 

felt their voice range was increased with the pedagogic support from Singing Teacher A. 

Student A said, ‘My voice range has improved, and I do not have problems with the ‘breaks.’ 

She [singing teacher] taught me how to overcome the problems with ‘voice break’ (SAF20). 

Student B had a brief answer: ‘I am happy with my voice range which I can sing higher now’ 

(SBF20). Student C replied: ‘I have recognised that my vocal range has increased’ (SCF20). 

In terms of voice qualities, Singing Teacher A explained, in the final interview on 

29.10.2021, how the teaching guide assisted her in teaching mixed voice qualities:  

I understood that I needed to engage more cricothyroid muscles to find the head voice 

 register. Also, I learned from the teaching guide that I could think of a ‘whimpering’ 

 sound to find the head voice register. So, along with the explanations, the strategies 

 on how to find the head voice register, and exercises on practising this register, I 

 knew how to teach the head voice register. Later, I combined this with the earlier 

 technical skills on teaching chest voice quality and successfully guided my students 

 to increase their voice range and mix their voice qualities (STF34). 

To investigate if the learners experienced positive learning outcomes that matched 

what the singing teacher described from using the teaching guide, Student A said, ‘My voice 

is ‘chestier,’ more powerful and solid. It is no longer that breathy’ (SAF2). Student B said, 

 ‘My voice is more stable at the top. I can blend the registers, making my mixed voice 
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 quality easier’ (SBF2). ‘My voice quality at the top range is stronger, and not that 

 light anymore’ (SCF2), said Student C. 

From the responses, it can be said that the teaching guide guided the singing teacher, 

allowing her to teach the required voice qualities for belting successfully. Belting learners 

had positive learning experiences when learning based on the exercises suggested in the 

teaching guide.  

By observing how Singing Teacher A taught Student A finding chest voice quality, 

the researcher made the following note: 

The exercise using ‘robotic voice’ was very helpful. After this robotic voice 

 exercise, I recognised that Student A found her chest voice register easier. She 

 smiled, nodding her head, indicating she was satisfied with the result. The singing 

 teacher said ‘bravo’ loudly and ‘yes, cool’ as a way of praising Student A’s effort 

 and the outcome. The teacher had no problem teaching chest voice production too 

 (Observation on 13.09.2021 Singing Teacher A taught Student A finding chest voice 

 production. Appendix 24). 

By observing how Singing Teacher A taught Student B finding head voice quality, 

the researcher entered the following note: ‘Student B’s voice was smaller and more ‘head 

voice dominant’ with the following exercise, ‘whimper’ 5-4-3-2-1 with ‘ng.’ Singing 

Teacher A and Student B laughed together. Finally, they were happy with the results’ 

(Observation on 01.10.2021. Singing Teacher A taught Student B finding head voice 

quality). The following excerpt was written while observing how Singing Teacher A taught 

Student C to make the MVCD voice quality: 
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Singing Teacher A taught Student C how to mix top notes (MVCD). The voice was 

 stronger. Student C laughed and said, ‘Wow! That was cool!’ (see Figure 4.6 below) 

 indicating she could keep her stronger voice at the top note (Observation on 

 01.10.2021. Singing Teacher A taught Student C finding MVCD voice qualities. 

 Observation example Appendix 26). 

 

 

 

 

 

 

 

Figure 4.6: Student C showed her happiness after being able to create a strong chest voice 
production at the top 

 

Despite the positive perception and experiences of the belting teaching guide, 

Singing Teacher A also commented on some of the shortcomings of the teaching guide, 

noting that she found some strategies in the teaching guide that she thought were not helpful. 

For instance, there was one strategy that Singing Teacher A felt she could not relate with the 

teaching of the twangy sound. She mentioned that she did not use the cartoon characters such 

as ‘Pikachu’ and ‘Sponge Bob’ (see teaching guide page 50) because she did not know who 
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and what the characters were; thus, she felt that the cartoon characters were not helpful. In 

the interview on 06.09.2021, she said, ‘I felt that the exercises on AES should have been 

more. I could not use the cartoon characters, for example, ‘Pikachu’ and ‘Sponge Bob,’ to 

teach AES because my students and I were not familiar with these characters’ (STA3/7). 

However, she indicated that she found that the other prompts were good in guiding her to 

teach AES or twangy sounds. Examples of such prompts include Prompt 3, the ‘Animal 

Sound’ on page 53 in the teaching guide. She used the sheep sound to guide Student A to 

make the twangy sound, which was successful.  

Apart from this, Singing Teacher A indicated that she believed the non-nasal 

consonant texts for finding oral twang sounds were inadequate. She said: ‘It would be more 

helpful if I could have more non-nasal consonants texts related to teaching oral twang sound. 

I can then instruct my students to pinch their nostrils and make the oral sound through the 

mouth, not the nose’ (STA3/7). 

Thus, to improve the teaching experience, the researcher suggested that Singing 

Teacher A could use the ‘Happy Birthday to You’ text in her subsequent teaching sessions. 

The researcher also used this suggestion by adding ‘Happy Birthday to You’ (see teaching 

guide page 52). The complete song contained no nasal-consonants (i.e., no ‘m,’ ‘n,’ or ‘ng’ 

sounds). Later, Singing Teacher A shared her view with the researcher that the text with 

‘Happy Birthday to You’ successfully guided her students in making the twangy sound. In 

her reflective journal, she wrote,  

I used the ‘Happy Birthday to You’ text today in guiding my other students to find 

 the twangy sound. I found this song useful. I successfully taught my students how to 
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 make the twangy sound (Singing teacher reflective journal on 17.09.2021, see 

 Appendix 18). 

Overall, the participants in this study shared their positive teaching and learning 

results with the researcher. Singing Teacher A agreed that the teaching guide helped her 

teach technical skills needed for the voice qualities involved in belting. On the other hand, 

the learners mentioned that Singing Teacher A helped them develop the voice qualities 

needed in belting. 

4.7.2 Sub-Theme 2: Know What Belting is and How to Teach It 

The know-what-belting-is-and-how-to-teach-it theme is related to exploring Singing 

Teacher A’s perception of whether the teaching guide helped her improve her knowledge 

about belting and teach belting singing. In this regard, the teacher expresses the following 

view:  

The teaching guide helped me to teach belting singing, definitely. It included the 

 explanations with 2 ‘Ws’ and 1 ‘H’: (1) what was involved in making the belt voice 

 [voice mechanism and voice anatomy], (2) why we taught and performed the belting 

 exercises, (3) how should we teach and perform the exercises. All exercises were 

 clearly explained, well-structured, easy to understand, systematic and supported by 

 voice science information, including the motor learning theory (STF32). 

During lesson observations, the researcher noted how Singing Teacher A 

transformed her teaching attitude. In the beginning, Singing Teacher A was very worried 

about her limited knowledge about belting singing and belting pedagogy. The researcher 

reflected this in the last journal entry: 
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Compared to our first meeting, the way she told me how she felt insecure with her 

 knowledge about belting and teaching belting, she showed me today that her teaching 

 performance has improved tremendously. She knew what belting was and the 

 technical skills needed to produce the belt voice. She knew how to teach it and how 

 to explain belting from a voice science aspect. Her knowledge of teaching belting 

 singing and general voice teaching skills has improved so much (Researcher’s 

 reflective journal on 18.10.2021, see Appendix 20). 

In the last reflective journal (Reflective journal on 18.10.2021, see Appendix 20), the 

researcher made the following note to review how the singing teacher had successfully 

guided Student A in belting. 

Table 4.2: Reflective Journal on 18.10.2021 (Excerpt) 

Today’s lesson was the last lesson for Student A. Therefore; I went back to look at the 

documents with information on how Student A started from nothing and transformed to 

something in 9 weeks. I was so proud of her and her singing teacher, how they challenged 

themselves to make this transformation. I recorded Student A’s voice before and after she 

learned belting singing techniques (with ‘special permission’ from her, only the belting 

part of the song) (Recording files: R1StA, R2MixStA, R3TwangStA). The main aim was 

to record how she sang before learning the belting technical skills and make a comparison 

later after learning the skills. 

I listened again to the first recording (R1StA); Student A began with a very weak voice 

quality; she was not engaged and could not sustain her tones.  
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Table 4.2 continued 

Student A performed the belt-mix in today's lesson and added twang to her belt voice 

quality. In the third recording, one could identify that Student A added the twang element 

in her selected song. I observed how she sang this song again. She knew what she was 

doing, how she focused, and how she sustained the long tones (‘This girl is on fire----’); 

she kept her techniques throughout. I identified that she applied the technical skills she 

had learned from Singing Teacher A while she was singing.  

In her first lesson, one could hear that Student A engaged with her head voice dominant 

voice production, and she released her vocal effort. She had problems when she sang the 

‘girl’ (the C note above middle C), where her voice could not sustain and flipped into an 

undesirable voice quality. Apart from that, she could not sustain her last note, ‘fire’ 

(Recording: R1StA). 

 

 

 

However, she changed her voice qualities entirely after nine weeks (Recording: 

R2MixStA, R3TwangStA). One could listen to how she mixed her belt voice production 

and sustained her techniques. In the lesson, she performed the tasks confidently—what a 

  

Changed to undesired voice quality Could not sustain the note. Air 

leakage 
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Table 4.2 continued 

remarkable transformation. Singing Teacher A and Student A were very happy with the 

results. The singing teacher was even shouting ‘yeah’ loudly (R2MixStA). 

 

In addition, Singing Teacher A explained in a more specific way how she would 

teach belting singing after learning the teaching skills from the teaching guide: 

Your teaching guide helped me teach singing and belting in scientific and systematic 

 ways. After understanding your teaching guide, I will do the following: (1) warm-up 

 [beltercise], (2) technical skills [voice science explanations], (3) repertoire/phrases 

 need to be related to the technical skills that I teach on that day, (4) cool-down 

 exercises [beltercise] (STF35) 

Based on Singing Teacher A’s views, it can be concluded that this teaching guide is 

consistent with the conclusions of Bigler and Osborne (2021). These two voice researchers 

noted the importance of voice science and a systematic approach in the education and 

training of voice teachers. They indicated the importance of integrating voice science and 

belt pedagogy. The same authors explained that an efficient voice educational aim would be 

challenging to achieve if singing teachers still believe in the non-science approach or base 

their teaching on individual experiences or methodologies in voice teaching.  

From Singing Teacher A’s responses, it can be said that the teaching guide helped 

her to teach belting singing better. The detailed information on how the exercises, 

specifically exercise based on MFA principle in the teaching guide, helped Singing Teacher 

A will be discussed in the next section in this chapter. So far, the views expressed by both 



221 

the teacher and the learners show that the teaching guide has provided Singing Teacher A 

with the instructional materials on systematically teaching belting based on scientific facts.  

The findings presented above have answered the first research question related to 

Singing Teacher A’s perception of the belting teaching guide. From the results presented 

under the themes discussed above, it can be seen that Singing Teacher A recognised and 

perceived a range of positive aspects of the belting teaching guide, which were aimed to 

guide her in teaching belting singing and thus enhanced belting students’ learning. Teacher 

A has described several positive components regarding the teaching guide developed in the 

present study. These positive aspects include the content, structure, definitions, structural 

tools, application of visual elements, the beltercise component, and step-by-step teaching 

approach. The teacher indicates that these elements assisted her in gaining new pedagogical 

knowledge and taught her the technical skills needed in effectively and systematically 

teaching belting singing. This, she believes, transformed her attitudes regarding her teaching 

methods and specific aspects like warm-up exercises. It can also be noted that the belting 

guide also contributed to assisting her students in attaining the skills needed for belting. 

The following section covers the singing teacher’s perceptions regarding using the 

MFA principle in teaching CCM belting singing, exploring how the exercises based on this 

principle helped her teach belting singing. 

4.8 MFA Principle in Belting Pedagogy 

From the literature review of this study, it was noted that there are contrasting debates 

regarding FAP used in training singers. Although these studies included in the present 

study’s literature review were mainly focusing on Western classical singers (see Literature 

Review), it can be noted that researchers hold different opinions of the application of EFA, 
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IFA, and MFA principles in training singers. Some cited scholars argued that EFA was more 

effective in voice production, while others disagreed, stating that voice teaching should 

include the IFA principle. Regardless of these disagreements, these researchers, however, 

shared the same consensus that future research regarding the application of the focus of 

attention principle should be conducted in the field of vocal pedagogy on non-classical 

singers or CCM singers (Crocco, McCabe, & Madill, 2020; Treinkman, 2020, 2021).  

The researcher in the current study developed the belting teaching guide based on 

motor learning theory, specifically, the principle of MFA – a combination of EFA and IFA. 

This section will focus on the findings from the interviews with Singing Teacher A regarding 

her perceptions of the MFA principle in teaching belters. This section's findings and 

discussions were to answer the second research question: What are the singing teacher’s 

perceptions regarding using the MFA principle in teaching CCM belting singing?  

Data were collected through observations in actual belting teaching lessons and 

interview responses, including central and sub-questions in the interview sessions to answer 

the research question. The interviews were conducted to obtain the singing teacher’s views 

and perceptions regarding using the teaching guide in an actual belting teaching setting. 

Other data collection methods such as reflective journals constitute additional sources of 

data. The following are the aspects explored:  

Previous instructional cues used in teaching CCM singing styles, including belting 

i. The perceptions and experience of using belting exercises based on the MFA 

  principle. 
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ii. The overall effectiveness of the application of the MFA principle in teaching 

  novice belters. 

In analysing the collected data, the content and thematic analysis performed on the 

interview manuscripts yielded the following theme discussed below: The advantages of 

MFA principle in teaching belting singing. The central theme represents the findings from 

this aspect, further explained as sub-themes and substantiated with the participants’ actual 

words. 

4.9 Theme 1: The Advantages of MFA Principle in Teaching Belting Singing 

According to Alderson and Alderson (2020), effective voice teaching skills are 

related to how teachers disseminate teaching information clearly and coherently. The same 

scholars add that this includes how the instructional prompts are designed, developed, and 

presented to the learners. This view is supported by Henkel (2002), who mentioned that a 

teacher's general instructional effectiveness relies heavily on how that teacher employs 

instructional prompts (Henkel, 2002). A prompt is a signal for someone to do something 

(Cambridge Dictionary, n.d.). The central theme is the advantages of the MFA principle in 

teaching belting singing. It explores Singing Teacher A’s view of the MFA principle used to 

teach CCM belting singing. From the theme, the following sub-themes emerged:  

i. Voice techniques were more constant due to the MFA instructional cues. 

ii. Timesaving with the MFA principle.  

iii. The exercises based on the MFA principle encourage more independent  

  learning.  
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iv. Compared to other FAP principles, the MFA principle was more helpful in 

  teaching belting singing. 

4.9.1 Sub-Theme 1: Voice Techniques Were More Constant with MFA Principle 
 Compared to Previous Teaching Approaches 

Helding (2014) mentioned that voice performers must first have adequate 

background information to know how to make the desired voice qualities. Thus, singing 

teachers should first teach students about the muscles involved in making the belt voice 

production, where the muscles are located, guiding them to feel how the role of the muscles 

in making the belt voice production so that they know how to belt. The exercises were 

developed based on the MFA principle, providing singing teachers with an overview of the 

anatomy of voice muscles involved in belting, followed by exercises to build up the belt 

voice with voice muscles training before making the belt voice production.  

To explore Singing Teacher A’s perception of applying the MFA principle in 

teaching her belters, the researcher asked Singing Teacher A if the exercises based on the 

MFA principle helped her teach her students. She responded by saying that the instructional 

cues used in the teaching guide were very different from her previous teaching approaches. 

She found that the MFA instructional cues in the teaching guide provided more specific 

teaching tools for her to teach her students. According to her: 

I did not teach so precisely previously. I did not teach voice science; I did not explain 

 to my students the muscles involved in singing and belting. I did not teach them to 

 locate the muscles, feel them, and train them previously. The instructional cues based 

 on the MFA principle were more specific (STF38). 
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To investigate the extent of the differences between her previous teaching approaches 

and the MFA principle, the researcher was asked for her views regarding why she thought 

her previous pedagogical approaches were not helpful. Singing Teacher A responded by 

saying that her previous teaching approaches were too general. She used merely images and 

pictures in her studio but excluded the teaching and discussions on voice muscles. From her 

response, it can be said that Singing Teacher A’s previous teaching approaches were indeed 

related to the EFA principle. This view is supported by the collected data on 04.08.2021. 

Before participating in this study, the pre-interview meeting on 04.08.202 (see Appendix 

11), the Singing Teacher A was asked to provide details of her teaching background, such 

as the phrases, words, and instructional cues used in teaching her students. The researcher 

collected the information and organised the data into a table (Table 4.3): 
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Table 4.3: Instructional Cues Used by Singing Teacher A in Her Studio Before 
Participating in the Research Study 

Content 

(How do you teach…) 

Instructional Cues or ‘language.’ 

Posture/body balance (1) Imagine that you are a marionette. 

(2) Imagine that you are a tree.  

 

 

Voice production 

(1) Don’t sing like ‘Kermit, the frog.’ 

(2) Think of a hammerhead shark. 

(3) Pull the toilet chain for flushing. 

(4) Think of an expander to stretch the tone. 

 

Warm-up and cool-down 

(1) Imagine that you are a marionette. 

(2) Imagine that you are a tree. 

(3) Think of an elastic band to stretch the 

tone. 

 

Based on the answers provided, it can be said that Singing Teacher A used a lot of 

images or the EFA principle in teaching singing. Later, the researcher interviewed Singing 

Teacher A to explore why she used these instructional cues and found out her teaching 

influences were from her singing teachers, her current colleagues, and the singing books she 

read.  

Also, from her responses, the researcher concluded that she practised the teaching 

approaches that many voice experts regarded as singing pedagogy approaches passed on 
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from one generation to the next. It can also be concluded that Singing Teacher A was 

influenced by the studio to studio techniques and was repeating teaching phrases and 

concepts without genuinely understanding the semantic implications nor the physical follow-

through they prompted (Sjoerdsma, 2001; Ragan, 2010; McCoy, 2020). For example, when 

asked why she used images in teaching singing, Singing Teacher A replied, ‘I was trained 

by my previous singing teachers this way, and I just duplicated the exercises, using them to 

teach my students’ (Pre-interview meeting on 04.08.2021). She added, ‘I have some singing 

books at home, and I just followed the exercises in the singing books’ (Pre-interview meeting 

on 04.08.2021). In talking about the influence of her colleagues, she said, ‘Many singing 

teachers and colleagues taught this way, and I just copied their teaching approaches’ (Pre-

interview meeting on 04.08.2021). 

From Singing Teacher A’s responses presented so far, it is evident that she did not 

include teaching voice anatomy and voice function when teaching singing. Her instructional 

cues or language mainly were based on images and pictures. This collected information 

helped explain why Singing Teacher A regarded using the MFA principle as a more precise 

technique in teaching her belting students. She also assumed that the teaching information 

was related to voice science. This view is reinforced in the first after-lesson interview when 

she explained that she identified the differences between EFA and MFA principles. In the 

interview, she indicated that the EFA principle was too broad, generic, and indefinite to teach 

her belters. This was how Singing Teacher A explained her views: 

It was very different from my previous teaching experience. I used a lot of images 

 previously, and now I feel that using images or EFA is not effective in teaching 

 singers. The EFA principle is too broad, not specific at all. I totally agree that 
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 teaching singing must include guiding students on how to find, feel and train or 

 control their voice muscles. A very simple example, if [name of the student] could 

 not feel the differences between constricting and de-constricting of the vestibular 

 folds, how could she learn to avoid voice injuries, especially when she wants to belt 

 later (STA1/10). 

These notions were supported in the later interviews with her students. For instance, 

according to Student A, Singing Teacher A used to teach her to ‘project her voice like a 

loudspeaker’ without further explanation. Student A explained: 

She asked me to project my voice like a loudspeaker. I did not understand what she 

 was saying and why she suggested that I do it. I guessed my voice was too soft, and 

 she wanted me to sing louder? (SAF7). 

Asked whether the teacher ever taught him techniques, voice functions, and voice 

muscles, Student A said, ‘No, she did not teach me voice muscles, nothing about how the 

voice was made. She did not teach me techniques. We worked on the songs after the warm-

up session’ (SAF7). 

Student B also indicated that he was instructed to project his voice like a loudspeaker. 

He added that there were teaching sessions where he was asked to stand like a tree, to sing, 

and pull his singing tones out like he has pulling scarfs. He explained that he might 

understand why he was instructed to do these exercises but was not entirely sure; he put it 

this way: 
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I guess to stand like a tree was to correct my body posture. To imagine my singing 

 tones were scarfs, and I should pull them out when I sang related to making sure I 

 could sing smoothly, I guess. I just followed the cues without asking why (SBF7). 

Asked whether the teacher ever taught him techniques, voice functions, and voice 

muscles, Student B said,   

No, she did not teach me techniques, voice functions, and voice muscles. I was just 

 asked to imagine this and that. I was asked to support my tone without knowing how 

 I just did it and waited for her to give me her feedback if I did the right thing or not 

 (SBF7). 

From these responses, it can be inferred that Student A and B did not know why they 

did the exercises. Furthermore, from the responses of Student B and C, the researcher 

confirmed that Singing Teacher A did not mention the use of voice muscles and voice 

functions in teaching her students. According to Student C, ‘she [the teacher] passed me an 

expander and asked me to stretch it when I sang…sometimes she asked me to sing like 

Mariah Carey…’ (SCF7) 

Asked whether the teacher ever taught him techniques, voice functions, and voice 

muscles, the student retorted, ‘No, no techniques, nothing about voice function or voice 

muscles. I thought it was not important to know and therefore I did not ask her why she did 

not teach me the techniques’ (SCF7) 

Later, the researcher got a more detailed explanation as to why Singing Teacher A 

regarded the MFA principle as more specific in teaching belters. The teacher agreed that the 
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principle promoted voice science information after sharing her teaching experiences with the 

researcher on 23.08.2021. The researcher noted in the reflective journal: 

Table 4.4: Reflective Journal on 23.08.2021 (Excerpt) 

Singing Teacher A showed me some of the singing books in her voice studio. After 

browsing some of the books and talking with her, I understood why she used a lot of 

pictures in teaching her students. These instructional strategies were introduced to her 

when she was learning singing. Also, she told me that most of the singing teachers and 

professional singers she knew used pictures or metaphors to teach and sing. She did not 

realise the importance of voice production's ‘how to do it’ aspect. She told me that none 

of the voice teachers or professional singers she knew focused on the ‘how-to’ teach 

aspect. This prompted me to think of the minimal information and instructional materials 

on ‘how to teach belting singing’ and how my study with the focus on ‘how’ and focus of 

attention principles could contribute new knowledge in voice pedagogy. 

According to Singing Teacher A, using pictures or imagination is common among 

voice pedagogues. I found some interesting terms and pictures used in the books and made 

screenshots of some of the pictures. 

Terms: ‘sing as if you are dreaming,’ ‘sing like you are gently cuddling with your 

own kids,’ ‘sing like a sun,’ ‘sing like a lion/bear.’ ‘sway the gymnastic band to practise 

your breathing,’ ‘as a magician, you can pull out as many silk scarfs as you can. Your 

singing tones are the scarfs, pull them out, as long as you can,’ ‘sing like a marionette,’ 

‘imagine you were a tree and sing.’ 
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Table 4.4 continued 

Baumann, T. (2013). Stimmbilder: 30 Bildkarten für Chor, Gesangs- und 

Stimmbildungs-Unterricht [30 images for training choir and singing]. Fidula Verlag. 

 

From the collected responses and information, it can be inferred that Singing Teacher 

A had a positive experience teaching her belters based on the MFA principle.  

It is also posited that Singing Teacher A recognised that the EFA principle was less 

effective in teaching students to maintain belting technical skills and keep muscular efforts 

in learning and making the belt voice production. She led the researcher to understand that 

while teaching her belters with the MFA principle, she recognised that her students 

constantly applied their technical skills and maintained their efforts to produce the belt voice. 

In other words, teaching with the MFA principle helped her students engage themselves in 

producing the belt voice and applying constant voice techniques in belting. This new finding 

was indeed observed in actual teaching sessions. 

In the teaching sessions on 06.09.2021, 17.09.2021, and 24.09.2021, the researcher 

observed Singing Teacher A asking her students first to perform the exercises with the EFA 



232 

principle, followed by the MFA principle. When asked why she wanted to make this 

comparison, Singing Teacher A responded by saying she recognised her students were more 

engaged in learning after teaching them belting techniques and wanted to investigate if this 

was due to the MFA instructional cues. She explained: 

I recognised when I taught using the MFA principle, my students were more engaged 

 in learning and putting more effort in making the voice production. I did not have 

 this experience before with EFA. The students were so engaged in learning new 

 technical skills with the new instructional cues [MFA]. In fact, I wanted to find out 

 if it was because of the given instructional cues based on the MFA principle. So, I 

 wanted to compare these two principles (STA3/5) 

Singing Teacher A reported that her students were more engaged in learning to belt 

and made a more significant effort to create the belt voice production with the MFA 

principle. For example, in the lesson on 06.09.2021, Singing Teacher A asked Student A to 

sing the vowel /i/ like a hammerhead shark (EFA). The starting tone was on C major (middle 

C), and the exercise ended on G major scale. It was observed that Student A released her 

effort and returned to a normal mouth posture before she sang her last C note (middle C) 

(see Figure 4.7 below). In other words, Student A did not sustain her effort by keeping her 

mouth posture horizontal until the end of the last singing note. The condition involving 

releasing her vocal effort was observed when Singing Teacher A asked Student A to start 

singing the E major scale. The researcher observed that Student A kept her mouth wide on 

the first two singing tones (E and F sharp above middle C). These two tones were performed 

correctly. However, when she sang the third tone (G sharp above middle C), she began to 

move her lips and move towards returning to her typical/neutral mouth posture, and at the 
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end of the phrase, she released all her effort. The ‘releasing effort’ and returning to the 

neutral mouth posture were also identified when she sang the scales F, F sharp, and G (above 

middle C). On the contrary, when Singing Teacher A instructed Student A to spread her lips 

and sing the vowel /i/ like a hammerhead shark, Student A could manage to keep her vocal 

effort throughout the exercises. 
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Figure 4.7: The researcher observed Student A’s altered her mouth posture from 
horizontal to neutral 

 

To further investigate and verify if other students released their vocal efforts with the 

EFA instructional cues, Singing Teacher A and the researcher made some arrangements on 

17.09.2021, suggesting Student B and C first performed the following two exercises: (1) 

First two notes 
spread a wee bit 

Back to a neutral mouth posture 

3rd tone started moving 
to the mid-position 

Moving gradually to 
neutral mouth posture 
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‘sing the vowel /i/ like a fish’ (see Figure 4.8 below) and (2) ‘sing the vowel /i/ like a 

hammerhead shark.’ Singing Teacher A and the researcher observed that both students 

started to alter their mouth shapes to neutral position almost at the end of the exercise with 

the EFA instructional cues (see Appendix 27 and Appendix 28). For example, Singing 

Teacher A asked Student B to sing his first tone with C on C major scale (below middle C). 

It was observed that Student B began with the ‘fish lips’ and released his effort when he 

started to sing exercises on E flat scale (below middle C). Student B started to release his 

effort when he sang the G note (below middle C). He ended with a neutral mouth shape on 

the final third and fourth beat (on the E flat note) (see Figure 4.9 below). 

 

 

 

 

 

 

Figure 4.8: Singing Teacher A instructed Student B to sing the vowel /i/ like a fish 
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Figure 4.9: Student B moved back gradually on the G note. His mouth shape turned back 
to a neutral position on the last two beats on the last E flat tone 

 

Student B also did the exercise with the ‘hammerhead shark’ picture. He went back 

to his neutral mouth shape before he completed the task. The researcher spotted that he was 

not paying attention to the efforts of the given tasks. Similarly, Student C started this when 

she sang E major (above middle C). She preferred to go back to a neutral mouth shape around 

F sharp and G sharp area. Through observation, it was noted that Student C went back to a 

neutral mouth posture at the end of the third and fourth beat (see Figure 4.10). 

 

Figure 4.10: Student C started moving to her neutral mouth shape around F-sharp area. 
She sang her last third and fourth beat on the last E tone with a neutral mouth posture 

 

Releasing effort: Moving back to neutral mouth shape Neutral mouth shape 

Student B 
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Later, Singing Teacher A used the same singing exercises with the instructions based 

on the MFA principle – (1) ‘protrude your lips like a fish and sing the vowel /i/’ and (2) 

‘spread your lips like a hammerhead shark and sing the vowel /i/.’ Singing Teacher A and 

the researcher identified that with the MFA approach, both students were more actively 

involved with the vocal tasks and kept the effort longer without turning back to the neutral 

mouth posture before the end of each exercise.  

These findings answered the interview question posed on 06.09.2021, where the 

researcher asked Singing Teacher A to explain why she felt Student A could ‘do more’ with 

the MFA principle. According to Singing Teacher A, Student A could spread her lips wider 

and sustain the same mouth posture throughout the entire exercise with the MFA principle. 

The teacher said: 

When I asked her to make the /i/ sound like a hammerhead shark, she spread her lips 

 initially, but she went back to a neutral posture later. However, when I asked her to 

 spread her lips, to pull her lips to the side like a hammerhead shark and made the /i/ 

 sound, she put her more effort to make the sound, making sure her lips were spread, 

 and her /i/ sound was sustained. That’s what I meant by to ‘do more, ‘keeping her 

 lips spread and sustained the sound through the end (STA3/9). 

In the interview on 17.09.2021, Singing Teacher A shared similar views with the 

researcher regarding applying the MFA principle in teaching Student B and C. For example, 

she explained that applying the MFA principle in teaching Student B and C was more 

effective in sustaining their voice productions and made them keep their effort longer for the 

vocal tasks. According to her, ‘This is the same experience I had when I taught [name of the 

Student A] earlier. He [Student B] put his effort to sustain his tone longer and to keep his 



238 

lips wider with the MFA instructional cues…’ (STB3/2). Regarding the teacher’s view about 

her teaching experience with the MFA principle on Student C, she said, ‘…in her lesson; she 

kept her effort and her focus on finishing her tasks with MFA principle…’ (STC3/2). 

The teacher’s views in the above paragraph were supported by those of students. For 

example, when asked about her view after using the MFA principle in the final interview, 

Student A explained: ‘I know how to keep my effort to sustain the tones with the MFA 

principle’ (SAF1). Student B provided more detailed views on this aspect. He explained: ‘I 

can sustain my longer singing tones. I can say that the combination of images and muscles 

training helped me improve tremendously’ (SBF20). He added I could feel my muscles, train 

my muscles and sustain my vocal efforts’ (SBF1). The same student also said, ‘I could 

sustain my chest voice longer, which I could not do before’ (SBF3). Student C felt the same, 

indicating that she could keep her singing tones longer. She said, ‘I can sustain my long 

notes’ (SCF20). 

Apart from this, Singing Teacher A reported that the MFA principle helped her 

students to remain alert of the body posture when they were learning to belt. Singing Teacher 

A associated the EFA principle with ‘laziness.’ When asked to explain more about how she 

associated the EFA principle with being lazy, she replied: 

For example, when I said these two instructional cues to my students: (1) ‘you are a 

 queen’ (EFA) and (2) ‘you are a queen, your head is high, your neck is long, your 

 spine is long, your chest is a bit high (MFA).’ Although I used the same figure [the 

 queen], the second example had more impact because I included the head, the neck, 

 the spine, and the chest in the exercise…I noticed that my students were more active, 

 attentive and committed in learning and maintaining their body posture during the 
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 tasks; they tend to be more ‘lazy’ and not paying attention to the tasks with EFA 

 principle (STA4/8). 

Similarly, students provided feedback that instructional cues with the MFA principle 

helped them be more focused and alert of their body posture. For example, Student A 

explained: ‘I am more focused on making the sound. I also pay attention to my body posture, 

ensuring I have the right posture for belting’ (SAF5). Student B indicated that he was not 

paying attention to the given tasks in his previous lessons based on the EFA principle. He 

confessed: ‘I am more alert and focused in using my voice and body after being taught using 

this approach. I am no longer daydreaming like I used to be’ (STUB8/4). Student C told the 

researcher she liked the MFA principle as she was more engaged in learning and using her 

voice. She said, ‘I am better at concentrating now, with my voice and body’ (STUC8/5). 

From the responses and findings, it can be posited that belting pedagogy with 

applying the MFA principle was more effective when teaching belters. This finding 

corresponds with the views of Perkins-Ceccato, Passmore, and Lee (2003), who state that 

the EFA was less helpful for novice learners in performing specific tasks steadily and 

regularly. According to the same researchers, EFA instructions resulted in inconsistent and 

unsteady performance overall compared to when the learners were provided internal 

instructions. This could be read as an indication that the EFA principle was less helpful for 

learners to maintain the effort and sustain the technical skills needed for belting. 

From the insights and results presented above, it is clear that the view that EFA is 

insufficient in vocal pedagogy is an important insight. This finding suggests that the EFA 

principle needs to be replaced with the MFA principle, specifically teaching belting. This is 

because belting involves brighter voice production, and the effort of making the belt voice 
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production is substantial (Estill, 1988). If belting learners are trained without keeping their 

effort to sustain the long belt notes, the belt voice production might be negatively affected. 

Belting learners and belters should be able to sustain the required effort, such as keeping the 

mouth posture wide, the tongue forwarded and lifted, or maintaining the edginess of the 

twangy belt sound so that the brightness of the belt voice qualities would not be affected. 

This is a view also acknowledged by several scholars who note that the effort required during 

belting performance include reducing the size of the pharynx and maintaining the brightest 

and most brilliant sound throughout the length of the long sustained belting tones  (Estill, 

1988, 1994; LeBorgne & Rosenberg, 2021).  

It needs to be kept in mind that most belting tones are at the end of the singing phrase 

for the climactic or particularly dramatic moments; thus, belting learners and belters should 

sustain the voice and muscular efforts to the end of the last belt tone. Edwards and Hoch 

(2018) advance a similar view indicating the importance of learning to keep the effort in 

making the belt voice production. According to the same voice experts, contemporary 

performances require several different technical abilities than their traditional counterparts. 

In many cases, the singer must be able to sustain the belt voice throughout long and high 

phrases (Edwards & Hoch, 2018). Jahn (2013) also points out that belting can exert pressure 

on the body, which means that attempting to release effort and failure to maintain the vocal 

effort could hurt the belt voice qualities, increasing the risk of getting voice injuries. Klimek, 

Obert, and Steinhauer (2010) mentioned that if optimum conditions such as vocal and body 

effort required in belting are not maintained, there is a risk of inflicting trauma on the vocal 

folds. 
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This section covers Singing Teacher A’s views on whether using the MFA principle 

in teaching belting singing helped her students be more aware of their voice production and 

body posture and whether the principle was generally helpful in teaching her students belting 

singing. 

4.9.2 Sub-Theme 2: Timesaving with the MFA Principle 

In investigating how the MFA principle helped Singing Teacher A teach belting 

singing, she said using the MFA principle helped her save time because the principle 

includes teaching internal muscular works. According to her, after teaching her students how 

to use the internal muscles to produce the belt voice, they were able to save a significant 

amount of time since they no longer had to search for the best pictures that represented the 

voice qualities they desired. Also, the teaching content was more compact, compared to what 

it was when using the EFA principle, which was vague. The teacher also noted that the 

inclusion of internal muscular work or IFA principle helped her in two ways: providing 

insights on what to teach her students and how to teach them. By knowing what to teach and 

how to teach, the teacher provided her students with the information on producing the voice 

qualities they wanted to make and equipped them with the technical skills to produce the 

belt voice. From the views of Singing Teacher A, the MFA principle was indeed time-saving 

and should be applied in teaching belting at the beginning of the learning stage. In this regard, 

Singing Teacher A said: 

The MFA principle combines images and the work of the muscles. This combination 

 helped me to save a lot of time. I teach my students to use their muscles effectively. 

 By knowing what they are doing with their muscles, how they do the exercises, my 

 students and I can save a lot of time. The content of the lessons will not be too 



242 

 abstract, too reliant on images. The teacher will be clear about what they should do 

 with the voice or what to teach and how to teach it. Singing teachers should teach 

 students all the basic technical skills at the beginning to know how to make the sound 

 they want to make (STF53). 

Singing Teacher A’s perception of this aspect was observed in the lesson on 

13.09.2021. In that lesson, the teacher asked the researcher the following question: 

Are there any images or pictures showing students how to release the knee tension?’ 

 I answered that I had no idea. She laughed and said: ‘Yes, you are right. Isn’t it easier 

 just to tell our students ‘release your knee tension’ instead of spending time looking 

 for pictures?’ (Observation on 13.09.2021, see Appendix 24). 

Later, the researcher reflected what Singing Teacher A said about ‘spending time 

looking for pictures’ in the teaching session on 13.09.2021 and agreed with her that using 

the MFA principle in teaching singing and belting could save a lot of time. Applying the 

EFA principle in teaching belting could be very time-consuming. Concerning this, the 

researcher entered the following information in the reflective journal (see Appendix 20): 

 When I studied voice performance, I had to sing different opera arias and art songs 

 in different languages and attend acting classes. Both my acting coach (who did a lot 

 of productions at the La Scala in Milan and Metropolitan Opera in New York) and 

 language coaches were very typical EFA practitioners.   

 For example, my language coach repeated the words repeatedly without telling me 

 what to do with my tongue and mouth. He read the text and asked me to repeat it 

 after him. I remember I had problems pronouncing some French and German words 
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 but did not know how to improve myself. My language coach did not teach me how 

 to make the French sounds like the /nɥi/ sound in ‘Nuit d'etoiles’ by Debussy, or 

 German sounds like the /ø/ and /yː/ in Schubert’s ‘Die schöne Müllerin.’ This 

 reminded me of many singing teachers using the same teaching approaches: sing a 

 scale and ask the students to repeat after them, without making time to show them 

 how to do the tasks or exercise. 

 My acting coach was just like the teachers I refer to above, asking me ‘to walk like 

 so-and-so’ or ‘laugh like so-and-so.’ In fact, as I write this reflective journal, I had 

 my aha moment thinking about my experiences with these coaches. I can say that the 

 coaches I had at the academy worked with professional performers and advanced 

 learners only. The acting coach, for example, worked with internationally famous 

 artists on the opera stage productions; he did not have to tell the performers ‘how’ 

 to do things; they ‘expected’ these performers to know ‘how’ to do the tasks. So, 

 these coaches did not understand what beginners and intermediate learners needed to 

 gain skills and did not know the importance of the ‘how’ aspect in training novice 

 and intermediate level performers.  

 Yes, Singing Teacher A was correct. Indeed, we can save a lot of time using the MFA 

 principle. Linking this thought to my previous acting classes, instead of asking me to 

 walk like so-and-so, would have been more effective and time-saving if the coach 

 asked me to ‘lift your left leg’ or ‘lift your head or arm when you walk.’ Wouldn’t 

 it be easier for me at that time if my language coach taught me how to protrude my 

 lips or forward my tongue for the /ø/ and /yː/ sounds? 

Yes, time-saving is the keyword in today’s lesson. The MFA principle can save a lot 

 of time. Even though it may look highly time-consuming initially because the teacher 
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 needs to spend time building students' technical skills, it will save time in the long 

 run, as was observed by Singing Teacher A. 

Students A and C shared the same views as their teacher regarding their lessons 

before the teaching guide developed in the present study and how they spent more time 

learning singing with the EFA principle. Student A remembered how before she participated 

in this study, she spent her time and effort picturing how Alicia Key’s voice quality sounded 

when she was asked to sing like her. She shared her learning experience thus: 

I remember how she instructed me to sing like Alicia Key when I started to learn the 

 song ‘Girl on Fire.’ I would spend most of the time imagining how Alicia sang the 

 song. No matter how much I tried, I wasn’t getting any positive results. She also 

 asked me to engage my feelings as Alicia Keys did, think of the flames and fire. Of 

 course, I did not make it because I did not know how to sing like her and make that 

 belt sound (SAF13). 

When asked to provide more information regarding that the MFA principle was 

easier and timesaving, Student A said: 

Yes. The instructional cues were totally different. I did not waste my energy and time 

 thinking of how to sing like someone else. I learned how to do the tasks with my 

 muscles.  In fact, I realised that learning this principle saved a lot of time because I 

 knew specifically what to do with my voice (SAF13). 

Student C shared her thoughts this way: 

I started learning the song ‘My Heart Will Go On’ from Celine Dion. The teacher 

 asked me to sing like her [Celine Dion] and belt like her. The instructions were very 
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 general. I spent time attempting to imagine that I was Celine Dion and tried to make 

 that her belt sound. I can tell you now that my learning process is different after 

 knowing how to use my voice muscles. We could save a lot of time with the MFA 

 principle (SCF13). 

Although Singing Teacher A regarded using images or the EFA principle as too 

broad and time-consuming in teaching belting and singing, she did not specifically mention 

why she thought the EFA principle was time-consuming. Thus, the researcher asked her to 

explain more about this view. Singing Teacher A said that the EFA instructional cues did 

not include the IFA principle, an important component in teaching learners what to do and 

how to produce the belt voice. Thus, she regarded the EFA principle as time-consuming. 

Singing Teacher A provided more in-depth information in the final interview on 29.10.2021, 

where she mentions the following: 

Before I knew about the MFA principle, I used a lot of images in my voice studio, or 

 now we call it EFA. I used to ask my students to do the exercises without explaining 

 the reasons. I did not tell them what they were doing with their muscles, why they 

 did the exercises, or how they should do them. In fact, I thought they would know 

 how a queen or king or a tree looked like so that they could adapt their body posture. 

 Also, I thought they should know how Alicia Keys sang because she is famous, I 

 mean everybody knows her. I thought I did not have to explain all these things, and 

 I could save more time if I just asked the learners to think of the pictures or think of 

 particular singers. Before knowing your work, my instructions were very general. I 

 ignored the importance of teaching about the muscles' work and did not think of the 

 step-by-step approach in teaching (STF37). 
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In her reflective journal, the teacher provides greater detail: 

I can also understand why EFA was used by singing teachers. First, voice teaching 

 at the music conservatories and universities was mainly based on the EFA approach. 

 When it comes to teaching singing, most singers duplicated the same teaching styles 

 using the similar EFA principle in teaching voice; it is a widespread practice, 

 especially those trained as singers, not teachers. Secondly, EFA is easy to apply 

 because it does not involve further explanations and teaching how muscles work. 

 Thus, an impression or belief that belting or singing can be taught quickly was 

 created; EFA serves as a quick-fix. However, in reality, it does not work that way. I 

 can say that because I have learned about the FAP in the teaching guide. Singing 

 teachers may need to spend more time fixing the vocal challenges of their students 

 at a later stage because the EFA instructional cues are too general. Indeed, in the long 

 run, I can save more time teaching with the MFA principle because it involves 

 teaching my students to feel, find, and train their muscles. It looks time-consuming 

 at first, but it may save a lot of time later. Therefore, singing teachers should use the 

 MFA principle to teach untrained singers and belters (Reflective journal on 

 17.09.2021, see Appendix 18). 

Based on the responses above, it can be said that Singing Teacher A believes that the 

MFA principle could save a lot of time in teaching singing and belting because it involves 

the internal focus component or IFA principle. 

Based on Singing Teacher A's comments, it can also be said that her previous 

instructional cues with EFA were too broad and did not help belt learners. This is particularly 

the case when teaching novice and intermediate learners. The principle excluded the 
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component of internal focus in the teaching process. Thus, the teacher stressed the 

importance of internal muscular work during the production of the belting sound, especially 

in the early stage of teaching new skills.  

Singing Teacher A’s views aligned with a research study about FAP conducted by 

Beilock, Carr, MacMahon, and Starkes (2002). These researchers conducted experiments to 

examine the impact of attention on sensorimotor skills. The findings from the experiments 

revealed that internal focus is beneficial in the early stages of learning motor skills, 

indicating that trainers should train and direct learners’ attention to step-by-step components 

of skill in the early stages of acquisition (Beilock et al., 2002; Helding, 2016). Similarly, 

Helding (2016) mentioned that it is irresponsible to exhort beginners or intermediate level 

performers who are struggling, paying non-attention to voice mechanics as the primary 

solution for successful voice production because it simply ignores the primary substance at 

the beginning stage of learning (Helding, 2016). In other words, directives based on EFA or 

images such as ‘belt the high note loudly like Beyoncé’ or ‘sing your top notes like Christina 

Aguilera’ must be based on the learner’s abilities to do so in the first place. Belters can only 

‘automatically’ belt if singing teachers first train them on the technical skills needed for the 

belting task. Thus, it can be said that if belters were trained ‘externally’ using imaginations 

such as ‘belt-like Beyoncé,’ without first being trained on ‘internal’ muscular skills to make 

that belt voice production, singing teachers and singers might have to spend more time 

correcting the technical mistakes that singers are bound to make later. Regarding this view, 

McCoy (2010) and LoVetri (2013) indicated that singing teachers should invest the time and 

energy to facilitate students’ acquisition of the skills needed to be independent singers and 

musicians, rather than solely telling them what to do and ignoring the component of how to 

do it.  
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McCoy (2010) further explained that if singing teachers first spent time and energy 

instructing students on the skills needed for effective voice production, they would spend 

less time and energy correcting the student’s ineffective or bad vocal habits later (McCoy, 

2010). This view is also supported by LoVetri (2013), who mentioned that singing teachers 

should spend time training the muscles of the voice mechanism so that voice production can 

be created ‘automatically.’ It is posited that learners may not belt automatically and 

effectively if singing teachers do not teach them how to use their muscles efficiently when 

learning belting singing. 

From the findings presented in this sub-theme, it can be concluded that Singing 

Teacher A recognised the positive teaching experience when using the MFA principle in 

teaching. In her review, the teacher believes that applying the MFA principle in teaching 

belting would be time-saving in teaching and learning. Also, Singing Teacher A shared the 

opinion that training internal muscular work should be included in teaching belters, 

particularly at the beginning of learning when the learners want to learn new technical skills. 

This view aligns with Saxon and Berry (2009), who note that vocal pedagogy should draw 

in the training of the muscles involved in vocal production. 

Before participation in the present study, Singing Teacher A used mostly the EFA 

principle or images in teaching singing. After altering her teaching approaches from the EFA 

principle to the MFA principle, the teacher became aware that her students were more 

independent in learning belting singing.  

The following section focuses on Singing Teacher A’s view of how the MFA 

principle helped her teach her students to become more independent in learning belting 

singing techniques. 
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4.9.3 Sub-Theme 3: The Exercises Based on the MFA Principle Encourage More 
 Independent Learning 

In the previous sections, Singing Teacher A explained that the MFA principle was 

more specific and time-saving in teaching her students compared to the EFA principle. She 

reported better teaching results after using the teaching guide and the exercises based on the 

MFA principle. From reading Singing Teacher A’s views, it can be inferred that she 

recognised that her students were more independent in learning after altering her teaching 

approach. She pointed out that the students did not ask for her feedback but corrected their 

vocal faults. She shared her views regarding her previous experience before applying the 

MFA principle. She put things this way: 

Previously, they looked at me and waited for my feedback. Looking at their facial 

 expressions, body language, and how they looked at me, I knew that they were unsure 

 if they did the right thing and waited for me to say something. In fact, they wanted 

 me to answer their questions such as: ‘Did I do the right thing?’, ‘Was that the result 

 you wanted?’, ‘Are you happy with what I did just now?’,  ‘Was my high note ok?’

 They depended on me to give them the answers (STF37). 

According to Singing Teacher A, her students were more independent after she 

taught them how to do the technical exercises for belting. In responding to the question 

regarding the possible reasons that made her students more independent and her views that 

her students were more independent, Singing Teacher A replied: 

I noticed that my students could learn independently. I taught them the exercises, 

 asked them to feel their muscles, train their muscles, and pay attention to the micro 
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 changes of the muscles. I have learned this from your teaching guide and the 

 exercises. (STF42). 

The teacher adds that, 

After training them using exercises based on MFA principle, I noticed that they were 

 more independent. They knew to practise the skills at home. You can see the results 

 of applying the MFA principle after eight weeks of training; they now can belt. They 

 know how to mix their voice qualities and solve their own voice problems such as 

 ‘voice breaks,’ ‘breathiness,’ or ‘less power.’ If they did not know what and how 

 to practice at home after leaving my studio, they would not make such an 

 improvement in such a short period. That is why I say that by applying the MFA 

 principle, I recognised that my belters were more independent, and they knew what 

 to do. I am happy, too, as I helped them achieve their vocal goals (STF44). 

Apart from noticing that her learners had become technically independent, Singing 

Teacher A also added that the MFA principal assisted her in teaching her students to make 

their own choices in voice qualities. She mentioned:  

They know what to change and how to change for the voice qualities they chose to 

 make. They are more independent in learning and deciding on making these choices. 

 We talk about the choices, and I am no longer that person who should decide for 

 them (STF51). 

She added:  
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You can see from the results that I applied this principle (MFA) with my students 

 [Student A, B, and C]. They are now independent; they know what to do with their 

 voices, they know how to belt, isn’t it wonderful to see this type of results? (STF62). 

From the responses above, it can be concluded that Singing Teacher A recognised 

that using the MFA principle in the belting exercises helped her to teach her students how to 

use their technical skills in belting and making their desired voice qualities and sound 

productions. This shows that the principle is an effective instructional tool in guiding 

learners to gradually train and develop the muscular and technical control over belt sound or 

any voice qualities they aim to make. In addition, by knowing what to do with the voice and 

the knowledge on how to make the voice qualities, her students knew what and how to 

practice after leaving her studio, encouraging independent learning. This pedagogic 

approach matches the view of singing voice specialist and pedagogue, Ragan (2020), who 

says that leading learners to be independent in voice learning is a heuristic method that 

empowers the student to engage in the voice learning process and works toward autonomy 

in the journey of voice learning. In this aspect, Singing Teacher A revealed that the MFA 

principle efficiently taught her students belting singing. This is in line with LoVetri’s (2013) 

opinions, who mentioned that effective voice training involves teaching learners to connect 

to the body and voice mechanism in a conscious manner. The same scholars note that this 

can teach learners to control the behaviour of the muscles involved in making the voice 

qualities or voice production, including the torso, and to adjust the use of the breath 

according to the demands of the sound produced or the music being sung.  

The researcher observed that all students were more actively engaged in learning 

belting singing in the lessons. Some of the requests and comments from the students were 
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observed in the singing lessons, showing that they were more independent in learning. This 

resulted in the singing lessons' content being altered from teacher-centric to student-centric. 

Students did not wait for the feedback from Singing Teacher A: 

– ‘I did not concentrate on that tone; I want to try it; I would like to increase my 

 effort to make the tone more stable’ (Teaching Observation on 08.10.2021, see 

 Appendix 29).  

– ‘I was not chesty; I want to do the speaking voice exercises again to find my chest 

 voice production’ (Teaching Observation on 08.10.2021, see Appendix 30). 

– ‘Can I try it again? I am not sure if I did it correctly with my velum; I was a bit 

 nasalized, I think’ (Teaching Observation 11.10.2021, see Appendix 31). 

– ‘I would like to do things differently; can I try the same exercise again?’ (Teaching 

 Observation on 11.10.2021, see Appendix 32).  

The observation that students were more independent in learning belting singing was 

verified in the final interview sessions. The researcher asked for the students’ perceptions to 

examine if the learners agreed with the opinions of Singing Teacher A, who had noted that 

the exercises based on the MFA principle helped them be more independent in learning 

belting singing. Even though the student’s views were different, there is a general agreement 

that the MFA principle made them more independent in their belting learning process. For 

instance, Student A explained: 

I know what and how to practise at home. When I practised, I started to practise like 

 this: What if I mix my voice later? Will I get another unexpected voice production 

 which could be good for me to belt? (SAF5). 
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Student B shared his view on how he practised at home as he knew what to do with 

his voice. This view is an indication of the presence of independent learning. He said: 

I can add things in and take things out. If I want a more twangy sound, I will add 

 more; if not, I will just take it out. I have the choices to make my belt voice anything 

 I want it to be. This principle is very helpful, particularly when I practice at home 

 alone without any guidance (SBF15). 

Student C responded differently but still specified that the MFA principle helped her 

learn belting independently. According to her: 

I can feel my muscles. I can lift my larynx, bring it down. I can make the twangy 

 sound, take the twangy sound out of my voice. I can fully control my voice. I know 

 how to feel my muscles. I know how to change my voice qualities. I can say this is 

 the voice quality I want to have for this song, for another song. I may want to choose 

 a brighter belt voice quality (SCF 6). 

So far, the students in this study have pointed out that they became more independent 

in their belting learning process after the teacher started using the MFA principle. Singing 

Teacher A added her views, proposing that using the MFA principle assisted her in teaching 

her students to become independent learners, equipping them with the skills and knowledge 

That made them able to trust themselves in private practice after leaving the studio. Singing 

Teacher A’s provided her additional view on this aspect: 

In the pop music scene, which is driven by audience and music industry demand, 

 performers should learn the technical skills to meet the demands of such an industry. 

 Singing teachers must know how to provide learners with the required technical skills 
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 to meet these demands. Thus, performers should be independent; we must teach them 

 to think independently, make vocal choices, and take charge of their own voices 

 (STF37). 

From the findings presented in this sub-theme, it can be inferred that Singing Teacher 

A recognises that the MFA principle in this teaching guide aided her in training her students 

to assess their own belting singing learning experiences. After leaving her voice studio, this 

helps the students identify and recognise what is ideal, sufficient, and inappropriate for 

themselves. They could practice the belting exercises and technical skills independently. The 

teacher agreed that using the exercises based on the MFA principle could aid singers’ future 

independent problem-solving activities.  

Singing Teacher A’s views above match with effective teaching concepts made by 

voice researchers Crocco and Meyer (2021), who posit that an effective teaching approach 

encourages teaching and learning, where the learners do not just follow what the teacher says 

without question it. This indicates the importance of teaching students to learn 

independently. Crocco and Meyer (2021) regarded this approach as internal reference-of-

correctness. The same voice specialists suggested that the internal reference-of-correctness 

should be used by singing teachers in training voice students to become their own voice 

teachers and develop their technical tools independently (Crocco & Meyer, 2021). 

4.9.4 Sub-Theme 4: Compared to other FAP Principles, the MFA Principle Was 
 More Helpful in Teaching Belting Singing 

Singing Teacher A proposed that the MFA instructional cues helped her to teach 

belting singing more effectively compared to the EFA and IFA principles. When Singing 

Teacher A was asked to compare her previous teaching approaches with the EFA principle 
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and the MFA principle used in this current study, she again mentioned that her previous 

instructional cues on EFA were too general, and she did not stress the how to train the 

muscles aspect in her teaching. The teacher explained how she focused on training muscles 

involved in belting and emphasized how to teach her students belting singing. This view 

indicates that Singing Teacher A changed her instructional cues from EFA to MFA. She 

provided more detail: 

After understanding what EFA, IFA, and MFA principles are, I told my students what 

 happened to the muscles when they wanted to make certain sounds and how they 

 could do it. The explanations with the muscle work (internal) and pictures (external) 

 are simply awesome (STA2/12). 

When requested to explain further how she applied the MFA principle in teaching 

her students, she said: 

I explained everything to my students to get the overview of technical skills needed 

 in belting singing: ‘Look here, if you want to learn how to belt, we need to do this 

 and that first.’ They understood the technical parts. They could get the idea of where 

 they were, what technical skills they needed to learn and improve, and at which stage 

 they were approximate. They also knew how to feel the muscles involved in voice 

 production and avoid things that might cause voice injuries (STF37).  

Asked to provide the reasons she thought the MFA principle helped teach belting; 

Singing Teacher A made the following remarks: 

After knowing what EFA, IFA, and MFA principles are, I only used MFA in teaching 

 my students. I taught them how to find their own muscles, train them, and care for 
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 the mechanism. I also taught them how to make the voice qualities they wanted, 

 including belting. It would not be possible to teach all these skills with EFA or 

 images. Therefore, EFA does not work well for training novice singers and belters. 

 It is too broad (STF48). 

The teacher added, 

In fact, there is nothing to teach when using EFA. For example, how do you teach 

 students to stand like a tree? They should know what a tree is, am I right? We don’t 

 have to teach them how to stand up or sit down, right? Another example is how to 

 teach students to sing like Michael Jackson. They should know who he was and how 

 he sang. Students were supposed to know what the objects looked like and how the 

 public figures sang. So, I did not have to teach them how to do those things 

 previously; there was indeed nothing to teach. Therefore, I think teaching strategies 

 based on the EFA principle are too broad and unsuitable for novice and intermediate-

 level learners. In fact, I think professional singers need MFA, not EFA (STF49). 

An interesting point that Singing Teacher A made about her view is that EFA might 

not be suitable for all levels of singers, including professional vocalists. To get an in-depth 

view on this aspect, the researcher asked her if the teacher agreed that EFA was only for 

advanced singers. Singing Teacher A responded: 

We should not just teach EFA to professional singers. They may have some voice 

 issues for a long time, but they do not even know their voice problems. This is 

 because they were told they were not supposed to feel anything. We as singing 

 teachers may hear or spot the problems, and we need to suggest to them [voice 

 performers] that they do some voice exercises to improve their voices and make some 
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 changes. If we do not teach them how to feel the muscles, how can they make 

 changes? Thus, MFA should be used for all voice users…also, how about those 

 professional singers interested in changing music genres? For example, shifting from 

 classical singing to pop? Or are they interested in developing repertoire choices, 

 trying jazz, country, and rock, classical? They may need to train their muscles 

 effectively. How can singing teachers teach them to ‘project your voice’ for all 

 genres of music? The EFA principle does not make any sense (STF50). 

Singing Teacher A’s views above were in line with Oudejans et al. (2007), who 

concluded that the application of EFA in training and learning should not be superior to other 

principles. The same authors note that as in many practical situations, such as among 

professional athletes, utilising internal muscles feedback might be very beneficial to reach a 

higher level of performance. Oudejans et al. (2007, p.42) note that ‘in reshaping the 

imperfect automatisms, it seems initially necessary to intentionally deautomatize movement 

control.’ These scholars remark that merely adopting EFA in training might not be beneficial 

for professional voice users who want to enhance their level of performance, indicating the 

internal voice muscle training should not be ignored. 

Singing Teacher A admitted that her previous teaching was too general, heavily 

based on the EFA principle. This indicates a missing component in the pedagogical approach 

in training muscle work involved in producing the belt voice. This view could be supported 

by the student's comments in the final interview sessions. For example, Student A said, ‘No, 

she did not teach me how to do the singing exercises…we just went through exercises…in 

some lessons; she said, ‘sing smoothly,’ ‘sing with more power.’ (SAF7). Student B replied 

this way: I can’t even remember if she taught me the skills how to sing the exercises. If she 
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would have done it, I will not forget.’ (SBF7). Student C shared her views: ‘She did not 

teach me how to do the exercises, only some hints like ‘sing louder’ or ‘sing higher’ (SCF7). 

After applying the MFA principle in teaching her belting students, Singing Teacher 

A mentioned that she successfully guided her students to improve their technical skills. For 

example, according to Singing Teacher A: 

The exercises with MFA made a lot of sense. Before I did the MFA exercises with 

 [name of the Student A, she had problems with the transitions and higher tones. 

 When I taught her the MFA exercises, she could easily sing the top notes…she made 

 sure her vestibular folds were de-constricted and lifted her larynx. The exercises were 

 helpful and effective (STA1/8). 

From the view above, it can be concluded that Singing Teacher A guided Student A 

to sing the high notes successfully. This is a view also acknowledged by Student A in the 

after-lesson interview. She told the researcher that she previously had problems with her 

high notes as she could not imagine how to sing the top notes with images. She explained: 

I was instructed to think of what I was dreaming about when I sang the top notes. I 

 could not connect this image with the top notes; therefore, I could not make it. Today, 

 I learned from my singing teacher that I should lift my larynx, and to keep my 

 vestibular folds apart, I could easily sing the higher notes. I know that I still can 

 improve my top notes (STUA1/5). 

Singing Teacher A proposed that applying the MFA principle guided her to teach 

belting and singing more accurately and be creative and consistent with the vocal goals in 

teaching her students. In her reflective journal, she wrote (see Appendix 18): 
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The MFA concept helped me be more precise and accurate in my teaching skills. For 

 example, I knew that I had to teach my students to lift the larynx, and I should provide 

 the instructional cues that were useful to my students and relevant to the tasks I was 

 teaching. Phrases such as ‘you need more support,’ ‘use more air,’ or ‘imagine you 

 were a marionette,’ to teach how to lift the larynx were not useful. Besides, I could 

 use more images and could substitute them easily. For example, I knew that 

 swallowing would help me teach my students to lift the larynx; I could use any 

 images of foods or liquids related to ‘swallowing’ in teaching my students. I became 

 more creative and had more choices in selecting the right tools for my students 

 (Singing teacher’s reflective journal on 29.10.2021). 

The researcher indeed noted her accuracy and creativity in teaching her belters in the 

reflective journal: 

Today, I recognised that Singing Teacher A was mostly following the instructions 

 stated in the teaching guide (apart from the ‘hammerhead shark’ and ‘ice-cream,’ 

 which only changed images without changing the core of the technical teaching skills 

 the FAP). To me, Singing Teacher A had changed from providing pictures and 

 images to involving the training of muscles. I also recognised that she had fun 

 teaching through the MFA principle. The results: how she taught her students and 

 how her students changed their voice qualities were impressive. She told me she 

 found some MRI vocal tract videos on YouTube to show her students how voice 

 worked and instructed them how she had changed her pedagogical views to MFA in 

 here teaching (Reflective journal on 20.09.2021). 
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The application of the MFA principle was observed, for example, in the teaching 

session on 03.09.2021, where Singing Teacher A asked Student B to feel his larynx and feel 

its movement. In her second attempt (Singing Teacher A made a minor mistake in the first 

attempt), she provided him with the necessary information about the larynx and its position 

and suggested that he imagine that he was drinking a glass of beer to feel the lifting 

movement of the larynx (see Figure 4.11). A similar teaching approach was also observed 

in the teaching session on 10.09.2021, where Singing Teacher A guided Student C to feel 

the different tongue postures with different vowels, how to lift and forward the tongue for 

belting (see Figure 4.12). In addition, the researcher also observed that Singing Teacher A 

led her students to understand why she taught them to place their tongues forwarded. She 

told them that forwarding the tongue helps make the belt voice brighter. This indicates that 

Singing Teacher A had gained some new knowledge in relation to teaching belting singing 

and is thus able to teach her students to understand why they did the exercises and how they 

should do them. 

 

 

 

 

 

 

Figure 4.11: Student B was instructed to find and touch his larynx 
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Figure 4.12: Singing Teacher A instructing Student C how to lift the back of the tongue 
and keep it forwarded for belting 

 

Singing Teacher A expressed the view that the EFA principle was not helpful when 

teaching belting and singing to all vocalists. She provided the same answer when she was 

asked for her view regarding applying the IFA principle in teaching belting singing. The 

teacher said that some exercises involving muscular works needed to use images or pictures 

to support the teaching and learning of belting singing. Thus, she suggested that using the 

MFA principle made more sense in teaching belters. In her own words: 

I do not think using IFA alone will help me to teach my students in belting. IFA is 

 helpful, but how will I teach my students to feel a constricted vestibular fold without 

 external help, such as pushing the piano or table? If my students cannot feel a 

 constricted throat, how can they avoid it? Also, how am I going to teach my student 

 to feel the thyroid-cartilage movement without thinking of a whimpering sound? 

 How will I teach my students to elevate the larynx without using a picture such as 

 drinking water? Thus, I find the exercises in your teaching guide on drinking a liquid 
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 and, at the same time, touching and feeling the movement of the larynx are very 

 helpful (STF45). 

Singing Teacher A’s view was supported in the observation during her first attempt 

to instruct Student B to lift his larynx on 03.09.2021. While teaching Student B to elevate 

his larynx, Singing Teacher A first said: ‘lift your larynx.’ However, Student B replied he 

did not know how to lift his larynx. The teacher apologized for the wrong instructional cue 

and corrected herself with the more detailed teaching instructions (see the second attempt in 

this discussion). Although Singing Teacher A made a minor mistake, the process brought an 

awareness of the importance of providing clear instructions. In the first attempt, the 

researcher observed that the teacher asked the student to lift his larynx (IFA) without giving 

him any pictures as a reference. Hence the student did not know what he was expected to do. 

Student B could successfully lift his larynx in the second attempt when the teacher provided 

clear instructional cues based on the MFA principle. This observation revealed that in 

training the voice muscle system for belting and singing, using the IFA principle alone could 

not be effective. Singing Teacher A shared her view in more detail when she realised that 

some of the voice muscle exercises should be executed together with the EFA and IFA 

principles: 

I think they [students] need to have the pictures to guide them to feel and find the 

 sensations. We need to use pictures to teach students to find the muscles involved in 

 voice production (EFA) and feel what muscles are working, where they are working, 

 and how they are working (IFA). Then we need to guide them through training their 

 muscles involved in their voice production to know how to make the sound they want 
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 to have. This needs to be done using MFA. Using IFA or EFA alone will not be 

 helpful. We need to combine these two principles (STF45). 

In the final interview with Singing Teacher A, she stressed how she perceived the 

MFA principle as being more effective in training belters and suggested that separating 

training based on either the EFA or the IFA principles was not helpful for teaching belting. 

She said: ‘Pictures helped my students to feel how the muscles work. However, using 

pictures alone is not helpful; students need to be trained to feel their muscles’ (STF45). 

The above interview and observation sessions revealed that the MFA principle was 

more effective in helping Singing Teacher A train her students to belting singing. According 

to her, the EFA principle was too general, time-consuming, ignored the teaching and training 

of the muscles in belting, and might not be suitable for all learners, including professional 

belters. One new discovery in the teaching sessions was pointing out that the EFA principle 

was ineffective in maintaining the efforts used in belting, such as sustaining long tones and 

changing lip and mouth postures. In this regard, the teacher proposed that the IFA principle's 

application be accompanied by applying the EFA principle. 

The findings presented above have answered the second research question regarding 

the singing teacher’s perceptions of using the MFA principle in teaching CCM belting 

singing. This section encompasses Singing Teacher A’s perceptions on how the exercises 

based on the MFA principle assisted her in teaching her belters to become independent 

learners, guided her to shift her teaching approach from being teacher-centric to student-

centric, and efficiently equipped her belters with the knowledge to evaluate their own voice 

practice independently.  
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From the results presented under this theme, it can be seen that Singing Teacher A 

recognised a range of positive aspects with the belting teaching guide and the application of 

the MFA principle, which aimed to guide her in teaching belting singing and to enhance the 

students’ belting learning processes.  

The following section discusses Singing Teacher A’s view on the contributions of 

the teaching guide developed in this study to voice pedagogy. 

4.10 Contribution of the Belting Teaching Guide to Voice Pedagogy 

As discussed in the literature review chapter, the researcher developed the belting 

teaching guide in this current study to solve the challenge of the very limited instructional 

materials related to belting pedagogy. This shortage of instructional material leaves singing 

teachers with difficulties when searching for reliable teaching materials. Therefore, these 

teachers may rely on instructional materials that are heavily based on Western classical 

singing training and ignore the importance of fact-based voice pedagogy in teaching CCM 

learners. This view is supported by Bartlett and Naismith (2020), who claimed that there is 

a shortage of CCM belting and singing instructional material. LeBorgne and Rosenberg 

(2021) supported this view, indicating the importance of the belting teaching guide 

developed in this study for the field of voice pedagogy. ‘Unlike the plethora of information 

that exists on training the classical voice, there are few if any formalized texts devoted solely 

to training the belt voice’ (LeBorgne & Rosenberg, 2021, p. 288). This section focuses on 

the findings from the interviews with Singing Teacher A. Findings and discussions on this 

section are related to the third research question: What are the singing teacher’s views 

regarding the contributions of the teaching guide developed in this study to voice pedagogy?  
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Data were collected through observations in actual belting teaching lessons and 

interview responses to answer the above question. This included central and sub-questions 

in the interview sessions. Other data collection methods, such as reflective journals, were 

used as additional sources. The interviews were conducted to obtain the singing teacher’s 

views and perceptions regarding the contribution of belting teaching in voice pedagogy and 

its significance for singing teachers. 

In analysing the collected data, the content and thematic analysis performed on the 

interview manuscripts yielded the following theme: The significance of the belting teaching 

guide for singing teachers to teach belting singing. The finding from each aspect is named 

as a theme and further explained as sub-themes and substantiated with the actual words of 

the Singing Teacher A. 

4.11 Theme 1: The Significance of the Belting Teaching Guide for Singing Teachers 
to Teach Belting Singing 

When developing the belting teaching guide in the present study, the researcher 

included teaching technical skills, emphasizing that the teaching of belting singing has to 

include belting techniques. Also, the researcher emphasized the application of voice science 

information and used the MFA principle as instructional cues in teaching belters. The 

researcher posited that belting pedagogy should combine the teaching of technical skills with 

science information and use efficient instructional cues. This is in line with Kiesgen’s (2005) 

view that teaching voice science information and how to apply the information in teaching 

and singing are significant parts of voice pedagogy. The same scholar suggests that singing 

teachers should recognise the components of voice science knowledge and vocal techniques 

for effective voice teaching.  
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The central theme is the significance of the belting teaching guide for singing 

teachers to teach belting singing. The theme explores Singing Teacher A’s view about the 

contributions of the belting teaching guide developed in this study to the field of voice 

pedagogy. From the central theme, four sub-themes emerged:  

i. The belting teaching guide is essential for singing teachers due to the very  

  limited availability fact-based belting instructional materials.  

ii. Eliminating misconceptions about belting singing. 

iii. The teaching guide advocates fact-based voice pedagogy. 

 iv. The MFA principle used in the teaching guide encourages teachers to teach 

  students to become independent learners. 

4.11.1 Sub-Theme 1: The Belting Teaching Guide is Essential for Singing Teachers 
 Due to the Limited Availability of Fact-Based Belting Instructional Materials 

To explore Singing Teacher A’s view regarding whether the belting teaching guide 

in this current study contributed to the field of voice pedagogy, the researcher asked her if 

she agreed that the teaching guide would help other singing teachers teach belting singing. 

She responded by saying that the teaching guide was a vital teaching source for singing 

teachers to teach fact-based belting singing as the available books on singing were not 

suitable. These available were highly questionable, resulting in the teaching of misleading 

singing techniques. In this regard, the teacher said:  

Imagine other singing teachers are still using some of the books I showed you just 

 now, full of misleading and confusing information in training singing. Your teaching 

 guide will help them to teach belting singing. Singing teachers should teach voice 
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 science and promote voice science pedagogy. I do not blame them because I also 

 taught nonsense before I knew your work. That’s why your teaching guide will help 

 singing teachers, especially those who have a classical singing background, to teach 

 belting singing, promote voice science pedagogy, and one more important thing is 

 the use of MFA principle in voice teaching (STF54). 

Asked to explain why she thought the teaching guide was helpful, especially for 

singing teachers with a Western classical singing background, the teacher commented that 

Western classical singers still dominated the singing teacher community. They should be 

educated, especially to understand that teaching CCM belting singing was different from 

teaching classical singing. Thus, she believed the teaching guide developed in this study 

served as an excellent educational source for them to refer to. She explained: 

It is a fact that most of the singing teachers are classically trained. I don’t criticize 

 them because the universities do not stress the importance of pop singing education. 

 So, when these singing teachers teach pop or belting, they have no clue how to teach 

 or what information they could use. They have very limited materials. Your teaching 

 guide is handy for them. At least your teaching guide will make them understand that 

 classical singing is different from non-classical singing. By knowing the differences, 

 they will not use classical singing techniques to teach belting. This, at least, will help 

 reduce learners’ chances of getting voice injuries (STF59). 

Some of the questions to Teacher A aim to explore her views about how the teaching 

guide would make singing teachers realise that teaching Western classical singing and 

belting singing were two disciplines. The teacher mentioned that the teaching guide was 

developed based on voice science research studies, including comparing Western classical 
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singing and CCM belting. Therefore, the guide is based on scientific information, ensuring 

that it would help other singing teachers teach belting singing. She said: 

Based on the information you provided in the teaching guide such as the comparison 

 table, the research studies from different voice experts, they should know that 

 Western classical singing techniques and CCM belting, for example, are different. 

 That’s why I said the teaching guide was useful for the teachers to understand belting 

 singing (STF59). 

From Singing Teacher A’s responses, it is clear that she believes that the teaching 

guide in this study could be used as an instructional material or reference for other singing 

teachers to teach belting singing because the content of the teaching guide was supported by 

voice science information, provided accurate sources, and teaching instructions in teaching 

belting singing and differentiated the technical skills involved in teaching Western classical 

and belting singing. She commented: 

Look at the reference list in your teaching guide, you did thorough research on belting 

 singing, and I have not seen any belting teaching guidebooks teach us [singing 

 teachers] to teach belting singing with science explanations and that science 

 information was obtained from studies from voice specialists in the field of belting 

 and CCM (STF22). 

The teacher adds: 

The comparison table gave me very detailed information on the differences between 

 classical singing and CCM belting. In fact, it is very useful for all singing teachers 

 with very limited knowledge in teaching belting singing (STF27). 
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Singing Teacher A also indicated that she found that information in the teaching 

guide was clear and easy to understand as it explained what was involved in making belt 

voice production, how it was made, and how to teach it to students. Combining belt voice 

science information and belting pedagogy, all these aspects were not in any voice pedagogy 

books. This indicates that the teaching guide was the first reliable belting teaching guide that 

should be used by singing teachers in teaching belting. In this regard, she said: 

You explained everything clearly. You know what should be included in the teaching 

 guide; you structured the teaching guide and communicated with us [singing 

 teachers]. You know how we singing teachers think. We do not like complicated 

 scientific explanations. I think you knew that most singing teachers were singers or 

 performers before you developed the teaching guide. So, you knew that we were 

 trained as performers, not pedagogues, and we do not know how to teach. You were 

 very thoughtful; you focused on the instructional materials needed for us [singing 

 teachers] to teach belting singing. Just nice, not too much, not too less. The exercises 

 served as guidelines for us to understand the whole concept of teaching belting 

 singing. It should be used as a reference book for all singing teachers. I have not seen 

 any belting teaching guidebook containing scientific and pedagogic information. So, 

 it should be introduced to all singing teachers (STF27) 

In addition, Singing Teacher A thought including specific guidelines on teaching 

male belters in the teaching guide was beneficial for other singing teachers. This makes it an 

important pedagogic highlight for all singing teachers, especially for female singing teachers 

who might find difficulties looking for materials in teaching male belters. In the final 

interview, Singing Teacher A stated that: 
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Apart from this, you included exercises for male belters. You made such an important 

 decision by doing so. I am a female singing teacher, and teaching the opposite gender 

 was a great challenge. Your teaching guide helps other female singing teachers and 

 me so much to train male belters (STF27). 

In the final interview, there was a remark made by Singing Teacher A that caught the 

researcher’s attention, pointing out the urgent need for a reliable belting teaching guide for 

all singing teachers. The statement was, ‘There are no reliable instructional materials on this 

subject. Where do we – singing teachers look for help if we have students who want to learn 

belting singing?’ Singing Teacher A provides a more detailed response below: 

The teaching guide is an important instructional material for all singing teachers who 

 want to teach the belting singing technique. I say this because there are no reliable 

 instructional materials on this subject. Where do we [singing teachers] look for help 

 if we have students who want to learn belting singing? The reading materials on 

 teaching belting singing are very limited, and I am stressing on the words ‘teaching 

 belting singing.’ This pedagogical aspect is seriously lacking. I am very sure many 

 singing teachers want to have this type of instructional materials and your teaching 

 guide which is developed based on facts, and it is so important for all of us (singing 

 teachers) (STF25). 

Singing Teacher A’s remark caught the researcher’s attention, leading to the 

researcher making the following note in reflective journal: 

As a singer and voice pedagogue, I have collected many books on singing and 

 teaching singing. I can say that the collection of my books, including digital books, 

 is relatively huge. What Singing Teacher A said today was true; I could not find any 
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 reliable belting teaching guidebooks. If the demand for learning belting is so high, 

 why are the teaching materials limited? I am glad that I started this project to solve 

 this challenge (Researcher’s reflective journal on 29.10.2021, see Appendix 20). 

Adding to the above response from Singing Teacher A, the comment from her below 

pointed out the urgent need for a belting teaching guide, further supporting the view that the 

teaching guide in this study contributed to the field of voice pedagogy: 

The teaching guide should be used as a standard instructional material for all singing 

 teachers to teach belting singing because we [singing teachers] need more teaching 

 materials on CCM and belting singing. You have started doing this [by developing 

 your teaching guide], which is very good. I hope more scholars will conduct research 

 on non-classical singing techniques and develop more teaching materials for us. Your 

 teaching guide is practical, it serves as important teaching material for me, and I 

 believe for all singing teachers. We just need more reliable non-classical teaching 

 materials. The materials should be based on science, like yours (STF36). 

So far, Singing Teacher A has recognised that due to the very limited belting teaching 

materials, the teaching guide in the current study could be used as a reference for all belting 

teachers. She supported her views by adding that the science information and well-structured 

and carefully developed content of the teaching guide make it a reliable educational source 

for all singing teachers to teach belting singing. Thus, it contributed knowledge to the field 

of voice pedagogy: 

The teaching guide definitely makes a new contribution to voice pedagogy. It is so 

 important for us [singing teachers] to learn how to teach non-classical [CCM] singing 

 techniques to our students. I have not seen any fact-based instructional materials on 
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 teaching belting singing. Your teaching guide makes such an important contribution 

 to voice pedagogy. We should deeply think about how we can change our voice 

 education systems and pedagogical views on non-classical singing styles. It isn't easy 

 because the community still regards Western classical singing as superior to other 

 singing styles. As you can see, although pop singers are dominating the music 

 industry, Western classical singing is the only form of art that researchers recognise 

 when creating teaching materials. It has to do with the historical and educational 

 background. Anyway, your teaching guide has started the first move; you have 

 developed something essential for singing teachers, providing and adding to the 

 knowledge of singing teaches on what belting is and how to teach it with voice 

 science approaches (STF61). 

Overall, it can be noted from this sub-theme that belting instructional materials are 

very limited. Thus, the belting teaching guide in this current study, particularly the inclusion 

of the parts related to teaching male belters and voice science information, is essential for 

singing teachers to teach belting singing. 

4.11.2 Sub-Theme 2: Eliminate Misconceptions About Belting Singing 

As discussed earlier, the belief held by many singing teachers that Western classical 

singing techniques can be used to teach CCM and belting singing is misguided (Bartlett, 

2014; Bartlett & Naismith, 2020). This view is supported by Edwin (2015a, 2015b), who 

notes that the notion that a singer who can sing classical music can sing anything is 

misleading, and it is one of the myths still commonly used among singing teachers. Belting 

singing is related to the high-intensity type of voice production (Borch, 2005). The high-

energized sounds in the high pitch range require extra voice care and pedagogical skills 
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related to training the belt voice. Therefore, singing teachers should know how to teach the 

belting singing technique to reduce the risk of voice injuries. However, many singing 

teachers still believe in a one-size-fits-all principle, leading them to impose traditional 

classical techniques on their CCM learners and belters (Bartlett, 2014). 

However, it is the view of Singing Teacher A that the teaching guide in this current 

study would help to dispel this misconception and help singing teachers understand. The 

Western classical singing technique is irrelevant in teaching CCM belting. Besides, the 

teacher noted that this teaching guide would help teachers teach the technical skills needed 

to make the belt voice and thus help to reduce the risk of voice injuries among learners. Thus, 

Singing Teacher A implied that the teaching guide helped sing teachers when she said: 

Yes. The voice science information in the teaching guide will help singing teachers 

 to understand that teaching the belting technique has its own rules. You explained 

 the rules and developed the exercises based on voice science. If singing teachers 

 teach the belting technical skills according to these rules, such as ‘elevate the 

 larynx,’ ‘de-constrict the vestibular folds,’ and ‘high tongue,’ they may reduce the 

 risk of their students getting voice problems. If singing teachers do not have all this 

 information, they may use other teaching approaches to teach belting, such as using 

 the ‘bel-canto’ technique, which exactly does the opposite to the belt voice 

 production, which may put the students’ voice in danger (STF58). 

Also, according to Singing Teacher A, the teaching guide helped to clear other 

misconceptions and fears, which are deeply rooted in the singing teacher community. This 

misconception is based on the assumption that belting is chest voice register, thus belting is 

harmful. This view is in line with Michael (2012), who concluded that many singing teachers 



274 

viewed chest voice as dangerous, and since belting uses the chest voice register, it is 

dangerous. However, Singing Teacher A indicated that the theoretical and practical 

information in the teaching guide, such as the parts explaining that belting is not merely 

chested voice production, the teaching of various voice qualities, and de-constricting 

vestibular folds helped singing teachers and altered their perceptions that belting would 

cause voice damage. Regarding this aspect, the teacher said: 

I know what singing teachers worry about when it comes to belting. They believe 

 that belting is chest voice production, so belting is dangerous and a no-go area! In 

 the teaching guide, you talked about blending the different voice qualities, making 

 teachers understand belting was not merely a chest voice register. With this 

 information, singing teachers will not teach belting with only chest voice registers; 

 they will blend the voice registers. This clarification will make many singing teachers 

 feel relieved about teaching belting singing and discourage the myths spreading 

 among singing teachers. I know this because I sang in the opera house and I know 

 many singing teachers (STF59/1). 

Singing Teacher A also made an additional observation regarding why she thought 

the teaching guide contributes to the field of voice pedagogy and is helpful for all singing 

teachers. She explained that the exercises on teaching male belters were essential and 

dispelled the misconception that the belting was only for females. She told the researcher 

that many singing teachers circulated the beliefs that men did not belt. The teacher said: 

I don’t know why there are so many singing teachers who think that belting is only 

 for female singers. Maybe it is because most of the famous singers are belter, such 
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 as Whitney Houston, Aretha Franklin, and Beyoncé, making us as singing teachers 

 have the impression that belting is only for females (STB4/3). 

This belief was mentioned by certain voice specialists such as Popeil (2007), Bourne 

et al. (2011), and White (2016). All these scholars believe that there was disagreement 

among singing teachers regarding whether males belt. However, Edwin (2007) clarifies this 

confusion by mentioning that due to the differences in voice quality between female and 

male singers, the former may put more effort into belting than the latter. From Edwin’s 

(2007) explanation, it can be inferred that most of the singing teachers believe that men do 

not belt because men need less effort than females to belt. The same scholar further mentions 

that there is no reason not to teach male belters because of the differences in voice qualities, 

suggesting that these differences should be addressed in teaching belting (Edwin, 2004, 

2007). 

Singing Teacher A’s responses show that the teaching guide would help singing 

teachers teach male belters and dispel the myth and confusion common among singing 

teachers. The teacher notes that:  

The teaching guide will help singing teachers to understand that training male 

 students to belt should be done differently from training female students. The 

 exercises, the strategies, and the suggested vocal range for male students were indeed 

 beneficial for all singing teachers to teach male singers (STB4/3). 

Another aspect that Singing Teacher A thought the teaching guide made a significant 

contribution to voice pedagogy was clarifying the misconception that belting needed a lot of 

breath support. In this regard, she said: 
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As you know, breathing is one of the most often given instructions in voice studios. 

 Many singing teachers like to teach breathing and use breathing to solve all the voice 

 issues. I also know they teach using the mantra ‘more air more sound,’ asking 

 students to take more air in and keep the stomach filled with air. So, after reading 

 your teaching guide, I understood that belting involved longer closure of the vocal 

 folds; thus, minimal airflow was required. I think all singing teachers who are serious 

 about teaching CCM and belting singing should have this information…In fact, I was 

 so glad to know this from your written work. The information should be shared in 

 the singing teacher community (STF55). 

From her responses, it can be said that Singing Teacher A believes that many singing 

teachers believed that the deep breathing technique could be used in all genres of music and 

could be used to solve all voice issues. However, voice expert Ragan (2020) pointed out that 

no one breathing system could be applied in teaching all musical genres, suggesting those 

singing teachers need to understand the biological mechanics of the respiratory system as it 

applies to singing. The teachers should know the impact of different breathing approaches 

on different musical genres (Ragan, 2020). Therefore, Singing Teacher A posited that the 

teaching guide in this current study was useful and provided the important facts for belting 

singing teachers. 

Singing Teacher A also ascertained that the concept of the beltercise in the teaching 

guide would alter many singing teachers’ views about the application of warm-up and cool-

down exercises, especially for singing teachers who applied the same exercises for all music 

genres. The teacher indicated that she regarded this type of warm-up exercises as standard 
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warm-up exercises. When asked to provide more specific explanations regarding the 

common practice of the standard warm-up exercises, Singing Teacher A said: 

Exercises such as finding head voice register, mainly focusing on head voice training 

 and putting less attention to chest voice register, asking learners to make a yawning 

 posture, or opening the mouth's backspace are fundamentally, very Western classical 

 singing based’(STA6/2). 

In answering the question about how she thought that the beltercise concept could 

contribute to the field of voice pedagogy, Singing Teacher A responded this way: 

First of all, nobody has written anything about warm-up and cool-down exercises for 

 belters. I think you were the first person who wrote this. Singing teachers should 

 prepare students to understand the muscles involved in belting. Thus, beltercise is 

 helpful for the teachers. Unfortunately, most singing teachers believe that standard 

 warm-up exercises would prepare the learners or belters for belting (STF61). 

Singing Teacher A mentioned the warm-up exercises such as warming up the chest 

voice register were not emphasized in many singing sessions. According to her, singing 

teachers believed that standard warm-up exercises could be sufficient for all music genres. 

Singing Teacher A used herself as an example: 

Instead of warming up chest voice production for most CCM singing techniques, 

 these teachers do the opposite; they warm up the head voice register. CCM singing 

 and belting require a lot of chest voice production, not head voice. They believe one 

 set of standard warm-up exercises can be used for all. I was one of them before 

 knowing your work (STF60). 
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From the feedback, Singing Teacher A mentioned that it was common among singing 

teachers, including herself, before knowing the researcher’s work, to use one standard type 

of warm-up set of exercises for all music genres and still believed that these exercises were 

sufficient for the learners and vocalists. In fact, after knowing the teaching guide developed 

in this current study, Singing Teacher A pointed out that beltercise should be used by all 

singing teachers in training belters. She gave the following reasons for her suggestion:  

If we train school teachers to warm up their voices, we won’t suggest that they should 

 do certain things as we would do in the standard warm-up exercises such as legato 

 singing, where we can ask them to make a big space inside the mouth like an opera 

 singer or aiming to mix the voice qualities. They are school teachers; they don’t need 

 these warm-up exercises to get themselves prepared for their speaking voices. They 

 need a different set of warm-up exercises, such as exercises related to their speaking 

 voice register or twang exercises. So, there are different warming up exercises that 

 cater for different objectives, in the way as the beltercise. Singing teachers should 

 not use one standard warm-up exercise for belting, neglecting the importance of 

 warming up the muscles involved in belting, such as chest voice, preparing the 

 twangy sound, and other articulators (STF63). 

Singing Teacher A also added that the cool-down exercises were neglected in 

teaching singing and belting. This view aligns with Ragan (2018), who mentioned that cool-

down exercises were not commonly used among singing teachers. Thus, all this information 

related to the beltercise concept can help singing teachers in two ways. Firstly, it dispels the 

misconceptions that warm-up exercises were no different and one set of warm-up exercises 

could be applied for all genres of music, such as belting. Secondly, it sealed the current gap 
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related to the limited instructional materials on teaching belters using the correct approach 

of warming up and cooling down their voices. In this regard, the teacher said:  

They should not do the warm-up exercises only for the head voice register if the 

 students use the chest-dominant voice register for belting. Another example is the 

 twang sound. I have not seen any warm-up exercises targeting the twang sound 

 production. Also, the cool-down component is heavily ignored by singing teachers, 

 including me, before knowing your work, although cool-down is important for 

 belters (STF61).  

As recorded above, singing Teacher A’s view regarding the significance of beltercise 

in training belters was mentioned earlier in the interview. In the interview on 27.09.2021, 

Singing Teacher A shared a view regarding how relevant beltercise was in helping belters. 

She said: 

Beltercise is different from the standard warm-up exercises because the exercises 

 included the preparation work for the belting learners, such as muscles involved in 

 belting, body posture, and mental preparation. Beltercise is a new pedagogical tool 

 for all singing teachers (STA6/1). 

The feedback above indicates that Singing Teacher A agrees that beltercise is 

appropriate for belting learners while also being helpful in singing teachers because the 

exercises prepare the learners’ voices before they are involved in the more challenging 

belting voice production.  

In another interview on 08.10.2021, Singing Teacher A said that warm-up would be 

useless for belting learners if singing teachers applied standard warm-up exercises by asking 
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students to lower their larynx, open more backspace in the throat, of doing yawning 

exercises, whereas belters needed to the opposite.  Singing Teacher A explained: 

The beltercise was important for singing teachers to apply before teaching belting 

 singing. This is because if singing, teachers use normal or standard warm-up 

 exercises such as legato singing, finding head voice register, making more space in 

 the throat, or asking the students to yawn and to lower the larynx. This preparation 

 work is not helpful because belting should be performed differently. Therefore, I 

 think beltercise should be recommended to all singing teachers. Singing teachers 

 should have this kind of information to help belting learners. Currently, this type of 

 information is lacking (STB6/1). 

From the views above, it can be said that Singing Teacher A regarded the standard 

warm-up exercises, which were commonly used among singing teachers, as classical based. 

Therefore, most singing teachers believed that using these classically based warm-up 

exercises would be sufficient for other singing styles, including CCM belting. However, 

after knowing the importance of differentiating the warm-up exercises based on different 

vocal goals, the teacher started to view the aspects of voice muscle work and physical 

preparation and the cool-down exercises mentioned in the beltercise as useful for teaching 

belting learners. She now agrees that beltercise has a vital role in belting pedagogy. 

4.11.3 Sub-Theme 3: The Teaching Guide Advocated Fact-Based Voice Pedagogy 

Hoch (2014) defined fact-based pedagogy as pedagogical concepts based on science 

instead of those subjective or based on traditions. Instructional cues such as ‘sing from your 

diaphragm’ have been noted to be misguided and unrelated to fact-based voice pedagogy. 

The diaphragm is a muscle of inhalation, and nobody can sing as they inhale (Hoch, 2014). 
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Another example of non-fact-based voice pedagogy is ‘sniff to raise the palate’ (Michael, 

2015). This instructional cue is incorrect, as based on the facts, nasal breathing only can 

occur with a low palate (McCoy, 2014; Michael, 2015). Thus, fact-based voice pedagogy 

promotes effective voice pedagogy and voice health. Singing teachers should know about 

what is happening in the singing system and how the system functions to produce the desired 

results. This knowledge empowers singing teachers to direct their students to work 

consistently toward healthy, efficient, stylistically correct, and artistic voice performances 

(American Academy of Teachers of Singing, 2014). 

The teaching guide in the current study was developed based on scientific facts. This 

is a view supported by Singing Teacher A, who shared that the information in the teaching 

guide contributed to the field of voice pedagogy as it dismissed the teaching of false 

information regarding singing and belting. She shared her singing and teaching experiences 

with the researcher when she was asked why she thought that most of the singing teachers 

were giving incorrect singing instructions: 

As you know, many singing teachers are actually singers. For example, my 

 colleagues in the opera house, who offer private singing lessons, teach singing 

 although they studied voice performance, not voice pedagogy. The same thing 

 happens at the universities; singers, not voice teachers, occupy most teaching 

 positions. So, what do they teach if they have no idea about pedagogy? They teach 

 students the ‘tricks’ and the approaches they follow to become successful singers. 

 For example, if they succeeded in their singing career because they could imagine 

 placing their sound on the forehead, they would teach the same thing to their students, 

 asking them to place their tone on the forehead. If they felt they could support the 
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 diaphragm, they would teach their students to support the diaphragm in singing. All 

 the false information such as ‘raise your eyebrows,’ ‘sing into the mask region,’ or 

 ‘sing from your diaphragm’ are not based on facts. To be honest, I only learned 

 teaching with voice science information after reading your belting teaching guide 

 (STF59/1). 

Singing Teacher A believes that the main reason many singing teachers preferred 

teaching based on personal singing experience as opposed to voice facts was due to the 

training background of the teachers. Most of these teachers were singers with very limited 

knowledge of voice pedagogy. This is in line with the views expressed by prominent voice 

pedagogues and scientists from around the world, including Brian Gill (US), Janice 

Chapman (UK), Norma Enns (GER), Christian T. Herbst (AUT), and Jeannette LoVetri (US) 

in the 10th Pan-European Voice Conference in 2016. These scholars agree that the hiring of 

voice teachers today is based on their singing career, not on their knowledge of voice 

pedagogy (Gill & Herbst, 2016). 

According to Singing Teacher A, most singing teachers do not understand the 

importance of teaching based on voice science information due to the lack of knowledge in 

voice pedagogy, particularly CCM voice pedagogy. 

When asked by the researcher about her view how the belting teaching guide in this 

study contributed to voice pedagogy, Singing Teacher A mentioned that the teaching guide 

clearly explains how to teach belting concerning the vibration of the vocal folds. She said: 

Although you used the term chest and head voice in the teaching guide, you explained 

 that chest voice was related to thyroarytenoid and cricothyroid voice production 

 referred to head voice. These simple explanations provided singing teachers with the 
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 information that head voice was not created in the head and chest voice, not in the 

 chest region. Another example was the teaching of yell-like belting. You explained 

 how this sound was created with the tilting of the cricoid cartilage, allowing singing 

 teachers to understand that the yell-like sound was produced by shortening and 

 thickening the vocal folds; thus, yell-like belting could be taught safely. Also, the 

 teaching of nasalized sound production in the teaching guide where you explained 

 that the nasal sound was due to lowering the soft palate guides teachers to understand 

 that to make an oral sound in belting, the soft palate needed to be lifted (STF61). 

Singing Teacher A’s other specific view states how she believes that the non-fact-

based pedagogical cues had no relation or link with the anatomical and physiological 

processes in belting and singing: 

The instructional cues in the teaching guide were related to the vibratory patterns of 

 the vocal folds. I did not find any illogical or non-fact-based instructions such as 

 ‘sing into the mask to make your voice brighter’ or ‘place your tone between your 

 eyes to make the sound brighter.’ In your teaching guide, I learned from the exercises 

 how to teach students to make the sound brighter. To do that, I needed to teach them 

 to spread their lips, forward their tongue, or use the twangy sound production. Also, 

 I will not teach my students to hold their breath and use the diaphragm to make the 

 belt sound louder because I learned from the teaching guide that loud belt voice 

 production was created by thicker vocal folds vibration. You see, all this information 

 is so important for effective belting and voice pedagogy. I believe your teaching 

 guide will guide teachers to teach fact-based singing (STA8/9). 
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Indeed, in the belting classes, the researcher observed that Singing Teacher A used 

instructional cues related to voice science. For example, when she taught Student B how to 

find the chest voice production 24.09.2021 (see Figure 4.13), the teacher first explained to 

the student that the chest voice was not made in the chest region but the thyroarytenoid 

muscles. However, to make the concept easier to comprehend, the teacher used a chest voice 

referring to thyroarytenoid muscles. After the explanation, the teacher asked the student to 

engage more in his speech voice quality to make the chest voice louder. This instruction was 

explicit because Singing Teacher A learned that speech voice quality was associated with 

thyroarytenoid muscles. The teacher could have asked the student to ‘support from his 

diaphragm’ to louder the tone. However, she knew that the loud volume resulted from the 

firmer vocal folds closure, not the diaphragm. This indicated that Singing Teacher A taught 

Student B using fact-based information. 

 

Figure 4.13: Singing teacher first explained to Student B that the chest voice was created 
by the thyroarytenoid muscles 

 

Another example was the lesson on 01.10.2021. In that lesson, the researcher 

observed Singing Teacher A teaching Student C how to find the mixed voice quality. She 
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explained that the thinning of the vocal folds played a significant role. The instructional cue 

proved that Singing Teacher A understood that changing voice qualities were related to the 

vocal mass. The teacher could ask the student to direct her tone to the 

spine/forehead/cheekbones to blend the voice qualities. However, she knew that these non-

fact-based instructions would not be helpful: 

After knowing your work, I will only teach based on voice science in my studio. I 

 believe singing teachers will learn the importance of teaching facts from the teaching 

 guide you have developed. For example, I have learned that the changing voice 

 qualities involved the changing of vocal folds contact, not things that which are 

 irrelevant like ‘take more air to sing louder’ or ‘fill the air in’, ‘support the tone’, 

 and ‘sing quieter.’ (STC7/8). 

Singing Teacher A’s this view was in line with an example of non-fact-based voice 

pedagogy given by Michael (2010), who mentioned that the teaching of breathing techniques 

such as taking more air in and feeling how the air pushed the diaphragm downwards to make 

the singing tones more effective was incorrect, indicating many singing teachers were not 

teaching based on facts. The same voice expert mentioned that the non-fact-based teaching 

approach was still a common teaching practice among singing teachers. The view related to 

teaching non-fact-based singing was echoed in a very recent article by voice expert Edwin 

(2020). He mentioned that many singing teachers still teach egregious myths to voice 

learners. The same scholar pointed out that the inaccurate teaching information could be 

compared to some people still thinking that climate change is a hoax. 
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From Singing Teacher A’s responses, it can be noted that she believes that the 

teaching guide in this current study contributed significantly to the field of voice pedagogy 

due to the fact-based information in guiding singing teachers to teach belting.  

Based on the findings drawn from the qualitative data, it is evident that the belting 

teaching guide in this current study helps to dispel the misconceptions and concerns 

regarding belting singing and belting teaching approaches in the singing teacher community. 

The outcome from the interview sessions shows that the fact-based information in this 

teaching guide helped debunk the misleading voice teaching information distributed among 

singing teachers and passed down from one generation to the next. This perspective is 

supported by the view made by Smith (2018), who said that voice teaching approaches that 

are based on science and grounded on voice research studies could help to dispel voice 

myths, get rid of imagery teaching, and magical thinking from voice pedagogy. Edwin 

(2020) echoed Smith’s (2018) view by stating that it is time to demand that voice science be 

the flag bearer of the singing teacher profession instead of relying on archaic myths, 

inaccurate definitions, and cultural biases (Edwin, 2020). 

4.11.4 Sub-Theme 4: The MFA Principle Used in the Teaching Guide Encourages 
 Teachers to Teach Students to Become Independent Learners 

As discussed earlier, the MFA principle combines EFA and IFA principles. The 

researcher developed the teaching exercises in this current study based on the MFA 

principle. To investigate Singing Teacher A’s view regarding why she thought that the MFA 

principle contributed to the field of voice pedagogy, she responded:  

I think there are no belting singing instructional materials developed based on the 

 MFA principle. If there are no instructional materials for singing teachers to teach 
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 belting, they may use available teaching approaches, even if such approaches are 

 incorrect (STF52). 

From the above view, it can be said that Singing Teacher A believed that the lack of 

instructional materials based on the MFA principle was a significant factor that made her 

believe that the MFA principle in the teaching guide contributed to voice pedagogy. 

However, the researcher wanted to explore Singing Teacher A’s views in more detail 

regarding how she thought applying the MFA principle was important in teaching belting 

singing, thus contributing to the field of voice pedagogy. She provided the following 

example on how the MFA principle, when used in teaching belting lessons, could be 

beneficial for singing teachers and learners: 

Singing teachers instruct students to do things such as ‘make your belt voice 

 brighter,’ ‘project your voice louder, it’s belting!’ or ‘belt the vowel ü, ö, ä 

 correctly.’ How can students project their voices if they don’t know how to do it? 

 How can students belt the ö, ü and ä sound correctly if teachers do not teach them 

 how? If I have a non-native English singer, I must teach some of my students to 

 place the tongue forward to make the ‘th’ sound; there is no picture or image I could 

 use to teach them to make the English ‘th’ sound; right? I must teach Korean students 

 how to make the German ö, ü, ä sounds if I have Korean students. It would be more 

 effective with the MFA principle, right? The same thing happens in the choir 

 practice. If the conductor noticed that some choir singers couldn’t make some foreign 

 language sounds, let’s say the ö, ü, ä or ny (Italian /ɲ/) sounds, isn’t it logical and 

 more effective if the choir directors apply the MFA principle like asking the singers 

 to ‘protrude the lips for the ö or ü sound’ or to ‘place the tongue forward for the ny 
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 sound’ instead of using images? So, if singing teachers teach their students how to 

 do things [belting tasks] based on the MFA principle such as ‘place your tongue 

 higher,’ ‘spread your lips to make your belt voice brighter’ or ‘narrow your AES, 

 keep the twangy sound to make your belt voice louder,’ or ‘round your lips to make 

 the ö sound for belting clearer,’ it is timesaving, students will be able to practise at 

 home, they will know what and how to practise (STF53). 

From the view expressed above, it can be inferred that Singing Teacher A stressed 

two factors regarding why she thought that the MFA principle used in the belting teaching 

guide contributed to voice pedagogy – (1) The more specific instructions related to training 

of muscles involved in belting and (2) Independent learning, where Singing Teacher A 

explained that the MFA principle would help students know what and how to practise at 

home.  

To probe for more detailed explanations regarding the singing teacher’s views, the 

researcher asked her to explain more how the instructional cues based on the MFA principle 

in the teaching guide helped singing teachers to teach their students to be independent 

learners, and she answered this way: 

The explanation of the various focus-of-attention principles in the teaching guide was 

 helpful for me, and I assume other singing teachers understand why the exercises in 

 the teaching guide were developed based on the MFA principle. It is about teaching 

 students what they should know to belt, why they need to know the different technical 

 skills, and how to perform and practise the exercises to know how to belt. By using 

 the MFA principle, singing teachers are guiding students to feel and train their 

 muscles, to separate the training of the muscles before combining the technical skills, 
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 so that they know what is involved in making the belt voice production, thus, 

 teaching students to be more independent in the process of learning to belt. 

 (STF53/1). 

Singing Teacher A’s view above aligns with Ragan (2020), who mentioned that if 

students depend on singing teachers’ feedback, their long-term vocal goal would be 

hindered. Thus, Ragan (2020) suggested that singing teachers empower singers to learn 

independently. The exercises in the teaching guide direct singing teachers to teach belting 

using the MFA principle, putting the students at the centre of learning, referred to as the 

student-centric approach. Thus, Singing Teacher A agreed that the MFA principle in the 

teaching guide is about guiding the teachers to teach students to become more independent. 

This is a different approach from the common traditions in the voice pedagogy, where the 

teachers make the decisions for the students. The teaching based on the MFA approach is 

about getting students to understand what is involved in belting, letting them know why they 

need to learn how to train the muscles, and teaching them practical exercises on how to do 

the exercises. Singing Teacher A indicated her belief that this approach was very limited and 

thus, acknowledged the significance of the MFA principle in teaching guide for the singing 

teachers’ community: 

Singing teachers are not bad people, they also want to help their students, but they 

 just do not know what to teach and how to teach belting singing if they do not have 

 the relevant teaching materials and sources. I am sure they want to learn how to teach 

 belting effectively. The exercises with the MFA principle will help them train the 

 students to belt and become independent learners. If the students can monitor their 

 own muscle feelings, they can train their voice muscles efficiently to avoid voice 
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 injuries. That’s why I said your teaching guide based on the MFA principle made 

 this contribution to the field of voice pedagogy (STF57). 

This view is in line with that of Edwin (1992). He expresses the view that just as 

dancers know how their body works and what muscles should be trained in dancing, singing 

teachers should include the training of muscle systems when teaching their singing students 

the same way they do when training dancers.  

From her responses, it can be noted that Singing Teacher A believes that the overall 

teaching guide, including the application of the MFA principle in the teaching guide, 

contributed to voice pedagogy. This is because the principle involves the components of 

providing voice students with the knowledge and application of their voice muscle system, 

thus encouraging the students to become more independent in learning belting singing. The 

teacher believes that this aspect of belting instructional material is still missing in the field 

of voice pedagogy. In this regard, she said:  

The teaching guide is well-structured, systematic, and easy to understand. The 

 exercises and strategies were created based on voice science knowledge, promoting 

 fact-based voice pedagogy. It is a very useful instructional material for all singing 

 teachers, and they should use it as a reference book to teach their belters (STF63).  

In an after-lesson interview, Singing Teacher A suggested that the researcher 

introduce the belting instructional materials to the singing teachers’ communities, indicating 

that the teaching guide contributed to voice pedagogy. In relation to this, the researcher 

entered the following note in the reflective journal: 
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Singing Teacher A asked me if I was interested in conducting belting workshops next 

 year (2022) after submitting my thesis. She thought my work was important to share 

 with other pedagogues, and the topic on CCM belting singing could be very 

 important for them due to the high demand in learning this singing technique. Apart 

 from that, she said the knowledge of the MFA principle had improved her voice 

 teaching, and she would like me to share this knowledge with other voice teachers. 

 She also said it would be great if I could do it since the belting instructional materials 

 were very limited. The topic with the MFA principle in voice pedagogy was very 

 important and helpful for singing teachers. According to her, I could offer a 

 workshop based on the exercises in my teaching guide because the teaching guide 

 contained all the information on FAP and belting pedagogy. She could organise this 

 through BDG (Bundesverband Deutscher Gesangspädagogen). She said that it 

 should be suggested to BDG that the participants of my workshops should earn CPD 

 (Continuing Professional Development) points. I told her I was interested, and I was 

 very pleased to know that the teaching guide helped her improve her teaching skills 

 so much, particularly belting singing – a skill that she had very limited knowledge of 

 at the beginning. I am happy that singing teacher A suggested that I should get CPD 

 course accreditation in future. This shows that she was very satisfied with the 

 outcome of the teaching guide (Researcher’s reflective journal on 04.10.2021, see 

 Appendix 20). 

The findings presented above have answered the third research question related to 

Singing Teacher A’s perception regarding the contributions of the teaching guide developed 

in this study to the field of voice pedagogy. The results presented under the themes show 

that Singing Teacher A recognised the significance of the fact-based information and that 
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the exercises based on the MFA principle developed in the belting teaching guide contributed 

to voice pedagogy. The findings based on the views of Singing Teacher A show that she was 

pleased by the pedagogical components that directed her to teach her belters to become 

independent learners. Additionally, the teacher suggested that the teaching of facts and the 

MFA principle motivated her to restructure her pedagogical skills, leaving her with the aim 

of teaching belting and singing based on scientific information and promoting voice teaching 

grounded on research findings. From Singing Teacher A’s responses, it can be noted that the 

belting teaching guide in this current study meets the urgent need for a belting instructional 

manual. This teaching guide provides the necessary instructional tools for all singing 

teachers to develop and improve their belting teaching skills. 

This section explored Singing Teacher A’s perceptions regarding the contributions 

of the teaching guide developed in the present study to voice pedagogy. The following 

section focuses on the students’ views regarding the impact of the teaching guide on their 

learning processes. 

4.12 The Impact of The Teaching Guide on Novice Belting Learners 

Although the main aim of this study was to explore a singing teacher’s perceptions 

of the teaching guide, the researcher included the investigation of the learners’ views to find 

out how far the students’ views regarding the belting teaching guide could match the views 

of Singing Teacher A regarding the efficiency of the belting teaching guide. This section 

covers the students’ overall perceptions of the teaching guide in guiding them to learn belting 

singing. 

In this section, the researcher discusses the findings from the interviews with the 

belting learners. Findings and discussions on this section were aimed at answering the fourth 
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research question: What impact does the use of the teaching guide have on novice belting 

learners? 

Data were collected through observations in actual belting learning and teaching 

lessons and interview responses to answer the research question. This included central and 

sub-questions in the interview sessions. Other data collection methods, such as reflective 

journals, were used as additional sources. The interviews were conducted to obtain the 

learners’ views and perceptions of learning belting singing through the exercises in the 

teaching guide in an actual belting teaching setting. The following are the aspects explored:  

i. The perceptions and experience of learning the exercises in the belting  

  teaching guide. 

ii. The overall impact of the teaching guide in learning belting singing. 

In analysing the collected data, the content and thematic analysis performed on the 

interview manuscripts yielded the following theme discussed below: The impact of the 

belting teaching guide on belting learners. The findings from this aspect are named as a 

theme, and further explained as sub-themes and substantiated with the actual words of the 

participants in this study. 

4.13 Theme 1: The Impact of The Belting Teaching Guide on Belting Learners 

The central theme is related to the impact of the belting teaching guide on belting 

learners. It explores learners’ views about their technical skills acquaintance in belting. From 

the theme, the following sub-themes emerged:  

i. Learners could train their muscle system independently. 
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ii. Learners could produce the voice qualities involved in belting. 

iii. The belting teaching guide improved learners’ voice knowledge. 

iv. Learners knew how to belt. 

4.13.1 Sub-Theme 1: Learners Could Train Their Muscle Systems Independently 

When asked about their views regarding the exercises used by Singing Teacher A to 

teach them belting singing, all students shared the view that the exercises in the teaching 

guide helped them to develop knowledge in training their muscle systems for belting 

efficiently, avoid vocal injuries by constricting the vocal folds and were able to do so 

independently. The personal views from the students are as below: 

Student A reported that she could feel and train her voice muscles and knew how to 

avoid voice injury. She said, ‘Yes. I can feel how my muscles are working. I can stop doing 

something if I feel I am ‘pressing’ my voice (SAF6). Student B focused on the point that he 

was more independent in controlling and using his voice. He said, ‘Yes. This principle helps 

me control my muscles, focus on my tones, and bring me back to the vocal tasks 

[concentration] (SBF6). The same student added:  

I got the basic skills, and I know how to make the belt sound. I know what I am doing 

 and how to do things safely. I can feel my muscles, and if I am doing something 

 incorrectly, I can feel it and stop it. I do not have to wait for my singing teacher to 

 tell me to do so. I get feedback from my own muscles, which is more precise. My 

 singing teacher is not living in my body; I know [how I feel] better than she does 

 (SBF13). 
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On the other hand, Student C provided a simple explanation, stating that she became 

more independent in her belt voice production and voice qualities. She said, ‘Yes. I can feel 

my muscles; I can lift my larynx, bring it down, make the twangy sound, take the twangy 

sound out of my voice, and fully control it’ (SCF6). 

From their responses, it can be said that all students involved in this study knew how 

to control their voice muscles independently after Singing Teacher A taught them the 

technical skills needed in belting singing. However, the researcher wanted to investigate in 

detail regarding their views on how the teaching guide was helpful for them in learning to 

belt and if they felt that there were differences before learning and after learning the exercises 

in the teaching guide. In answering these questions, Student A reported that she had not only 

become more independent in controlling her voice mechanism after learning the technical 

skills from Singing Teacher A but also believed that learning the exercises in the teaching 

guide was more effective than her previous voice learning experience. Student A mentioned 

that she could decide on her own with the choices of the voice qualities and had reasonable 

control with her voice function. She said, ‘I can control my voice. I know what and how to 

practise at home’ (SAF5). 

When providing her view of the differences regarding the difference between her 

previous learning experience and after learning the technical skills from Singing Teacher A, 

Student A said: 

Yes, it was very different. I did not know how to do specific tasks in my previous 

 lessons, but now I know how to do things myself. For instance, I can say that I want 

 to make my voice brighter, or I want to make my voice darker. I just know how to 

 do it (SAF7). 



296 

Similarly, Student B shared the view that he took complete control of his own voice 

after learning the technical skills from Singing Teacher A. He guided the researcher through 

his learning experience with Singing Teacher A: ‘I have the feeling that I can do things I 

want to do. I know how to make the sound or voice qualities I want to make. We did not 

focus on this aspect previously’ (SBF7). 

The same student added a point regarding his previous learning experience: 

I could not do all these exercises. I did not know how to do them. I could not describe 

 and explain this, but it was very different. Now, I feel I am working on my muscles 

 and training them to make the sounds I want to make (SBF7). 

In a similar vein, but from another perspective, Student C expressed her view that 

after learning the technical skills from Singing Teacher A, she had more control of her voice: 

With the previous approach, I always waited for my singing teacher to check my 

 voice to decide if I had done the right thing or not. I just sang, and I waited for her 

 feedback and corrections. But now, I can feel my voice is ‘doing something,’ I cannot 

 express this in words, but I know that I can train my muscles and feel that they are 

 working. This sensation was very different from the previous approach (SCF7). 

From the responses, it can be said that the learners viewed that the teaching guide 

used by Singing Teacher A helped them to have a positive learning experience where they 

could monitor their own voice mechanisms when they were making their belt voice 

productions. This finding matched the view of Kayes (2014). Kayes (2014) mentioned the 

importance of training muscular work as the internal muscular feedback would give the 

singers the required information on the vocal qualities they wanted to create. This indicates 
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that the teaching guide developed based on the MFA principle was helpful for them in 

learning belting singing techniques. The following views represent this:  

– ‘I think the MFA principle is great. I can control my voice’ (SAF5). 

– ‘I love it. I am the boss. I am in charge of my own voice’ (SBF5). 

– ‘I like this principle. I am in charge of my own voice. I know how to practise when 

 my teacher is not with me’ (SCF5). 

All the students responded differently when asked if they encountered any challenges 

with the exercises while learning belting with Singing Teacher A. Still, they shared the view 

that the exercises in the teaching guide were not difficult. However, they all noted that the 

exercises helped them focus on using their voice muscles. In her reply, Student A revealed 

that she did not recognise the difficulties of the given exercises. She said, ‘I just need to 

concentrate on myself, feeling how my muscles work and train my muscles—nothing else’ 

(SAF8). Student B shared his view with the researcher in this way, ‘I think that the MFA 

principle can create a lot of interesting exercises. I can lift my larynx by imagining that I am 

eating ice cream or drinking a glass of beer’ (SBF8). 

Student C shared the view that she used to think of how she placed her tongue at the 

beginning when she started learning to belt. However, she indicated that she did not have to 

do the same process again after acquiring the technical skills related to this task. In other 

words, Student C implied that she was paying attention to the muscular work at the beginning 

to make sure that she did the vocal tasks correctly. She indicated that later, she did not need 

to repeat the same learning procedure because she now knew how to do it. This view 

indicated that novice learners needed to focus on the muscular work at the beginning of 
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learning new skills (IFA). However, as they got used to this, they no longer needed to be 

conscious of the macular work. This could mean that the EFA principle was only suitable 

for advanced learners. According to Student C: ‘In fact, I do not need to think of my tongue 

posture now after knowing how to do it. I just know how to lift it without thinking of it’ 

(SCF8). 

From the feedback above, it can be said that the exercises in the teaching guide 

transformed the learners to become independent in their learning. After learning the technical 

skills from Singing Teacher A, the students agreed that they became aware of how to locate, 

feel, and control their muscle systems involved in belting singing. Their views were similar 

to Singing Teacher A’s, discussed earlier when she noted that she recognised how the 

teaching guide helped her to encourage her students to lean belting independently. 

4.13.2 Sub-Theme 2: Learners Could Make the Voice Qualities Involved in Belting 

As discussed, belting involved voice qualities such as bright, twangy, chest-dominant 

voice production and speech-like voice quality. The belting teaching guide provided 

instructions on how singing teachers could teach belting learners to produce the different 

voice qualities involved in belting. To explore learners’ perceptions of the differences in 

their voice productions before and after learning the exercises in the teaching guide, the 

researcher asked the students to provide their in-depth views with examples. Student A 

replied: 

I started with a very heady voice register, with a lot of air, my voice was light and 

 ‘coreless.’ After learning the technical skills from my singing teacher, I know how 

 to feel and to train my muscles to make the belt voice production chestier, brighter, 
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 and louder. I also know how to add the degree of the twangy sound I want to make 

 (SAF1).  

The same student adds:  

My voice is just stronger. Before learning the technical skills, my voice was weak. I 

 am happy that my singing teacher taught me how to make these changes. She [singing 

 teacher] helped me how to solve my ‘voice breaks.’ My range was expanded too 

 (SAF3). 

From Student A’s feedback, it can be said that before she started learning the 

exercises in the teaching guide, her voice quality was breathy, weak, and head voice 

dominant. However, after Singing Teacher A taught her the technical skills, she improved, 

and her voice qualities became chestier, brighter, and she could expand her voice range. This 

improvement in voice production can be attributed to the student's voice science knowledge. 

When Singing Teacher A taught Student A to create the chest-dominant voice production 

for belting, her vocal folds stayed longer during one vibration cycle; the voice production 

thus turned louder and stronger (Estill, 1988).  

Similarly, Students B and C reported an improvement in their voice productions. 

According to Student B and C, their top notes were more solid and easier to make after 

learning the technical skills. Student B said, ‘My voice is more stable at the top’ (SBF2). 

The same student adds:  

I can produce different voice qualities because I know what and how to make them. 

 Previously, I did not know how to make sounds such as twangy, brighter, louder, 

 chestier, but after learning all these technical skills, I can make these voice qualities. 
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 My mixed voice quality is easier to produce now because I can apply the whimpering 

 strategies to lengthen my vocal folds (SBF4). 

On the other hand, Student C said, ‘I can generally make my top note stronger, my 

voice quality at the top range is stronger, not that light anymore’ (SCF2). The same student 

adds, ‘I like my solid voice quality. It has more ‘strength’ in my voice’ (SCF3). 

The responses from Student B and C showed that they knew how to make the voice 

qualities efficiently after doing the technical exercises in the teaching guide. Similar to 

Student A, Student C indicated the belief that her voice quality was stronger. From Student 

B’s response, it can be said that he learned the mixing technique exercises from Singing 

Teacher A successfully. Thus, he felt that he could blend his voice registers effortlessly. He 

mentioned he could lengthen his vocal folds with the whimpering strategies, indicating that 

he knew what to do and how to do if he aimed at mixing his voice registers. His feedback 

showed that Student B became more independent in making the choices in his voice 

qualities. 

4.13.3 Sub-Theme 3: The Belting Teaching Guide Improved Learners’ Voice 
 Knowledge 

The students in the study reported that they became more independent in learning 

singing and belting singing specifically. They highlighted the point that Singing Teacher A 

taught them the technical skills involved in making the belt voice production. Thus, they 

were equipped with the knowledge of how voice is made. To get in-depth perspectives on 

this aspect, the researcher asked the students to elaborate more on how the teaching guide 

enhanced their knowledge in voice. From the aspect of voice anatomy, all students indicated 
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that they knew what muscles were involved in making belt voice production and where these 

muscles were located. For example, Student A said: 

Yes, [name of the singing teacher] showed me the pictures where the muscles were 

 located, taught me how to find and feel them; everything was based on voice science. 

 This knowledge is important. I have learned this from her. After knowing where the 

 muscles were and how they worked, I knew different laryngeal positions could create 

 different voice qualities, such as bright or dark. I believe that voice anatomy should 

 be taught by all singing teachers (SAF9). 

Similarly, Student B told the researcher that his knowledge in voice production 

improved after learning from Singing Teacher A. The student said, 

Yes, [name of the singing teacher] showed me the pictures of voice anatomy. She 

 taught me where the muscles were and how to feel and train them. This knowledge 

 was very important because I learned that the changes in voice quality were related 

 to the changes in voice muscles. I can tell you how amazing it was when I first got 

 to know the function of the vestibular folds (SBF9). 

Although Student C provided a simple answer, from her feedback, the researcher 

understood that she acknowledged that the teaching guide had enhanced her knowledge in 

voice. The student said, ‘I know where the larynx is located, how to change the positions. I 

also know other voice muscles such as the vestibular folds, the function of these folds’ 

(SCF9). 

From the above feedback, voice knowledge improvement is apparent, particularly 

voice anatomy knowledge. To determine if the voice science knowledge helped their belt, 
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all of them agreed that they knew what was involved in making the belt voice production, 

and thus, they could avoid putting extra burden on their voices so that they could reduce the 

risks of getting voice injuries. 

For example, Student A told the researcher that the vestibular folds lesson was very 

important. She learned that if she pressed her vestibular folds, she would feel uncomfortable 

in her throat. The student said: 

For example, I knew from [name of Singing Teacher A] that the vestibular folds 

 could be helpful for other activities. Still, I need to pay more attention to the position 

 for effective belting singing, making sure they stay apart, or you say de-constricted. 

 If I didn’t have this information, I might scratch my throat easily. I had this 

 experience before; I could not stop coughing because I scratched my throat when I 

 tried to sing higher and louder. After the voice science lessons from [name of Singing 

 Teacher A], I realised that I should de-constrict my vestibular folds. So, I know how 

 to keep my voice safe when I belt (SAF10).  

Indeed, Student A’s view regarding the de-constricted vestibular folds was an 

important subject for all singing teachers in teaching belting singing. For instance, voice 

scientist Sataloff (1987) pointed out that vestibular folds should stay inactive for phonation 

such as speech and singing to be healthy. 

Student B mentioned an example he encountered when he learned how to belt. He 

knew how to blend his head voice by thinning the vocal folds after taking a lesson with 

Singing Teacher A. Previously; he tended to push his chest voice register up. This caused 

his higher notes to be inaccurate, or he was not singing in tune. He indicated that he often 
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restrained himself from going up the higher notes because he started to feel uncomfortable 

in his throat. He explained: 

I can tell you that I began to blend my voice registers after knowing that belting is 

 chest-dominant voice quality. I learned the importance of balancing the vocal weight 

 from [name of Singing Teacher A]. Following this, I recognised that I had less 

 problems on the top notes because I knew that using chest voice production was not 

 good for belting. I did not feel my voice would crack [Student B demonstrated the 

 sound. The researcher added the following note: What Student B demonstrated was 

 a ‘falsetto’ voice production]; I did not have any uncomfortable feeling like I had 

 before, such as coughing or hoarseness (SBF10). 

Student B indicated that he had learned that establishing the vocal weight in belting 

helped him extend his vocal range, which was helpful for him to reduce the risk of getting 

voice issues. This is in keeping with the views of Edwin (2007). He stated the importance of 

including the cricothyroid muscle activity in belting to avoid voice strain and excessive 

tension to the vocal folds. By keeping the cricothyroid muscle active in belting, belters could 

avoid the over-thickening of the chest voice production, and thus, reduce the risk of vocal 

disaster (Edwin, 2004; 2007). 

Student C shared that her knowledge increased substantially after learning belting 

singing from Singing Teacher A. For example, she knew belt voice was related to the thicker 

vocal folds, and breathing did not play a significant role in belting. Thus, she understood that 

to make the belt voice; she would use her speaking voice quality and avoid unnecessary 

voice tension such as projecting her voice with air to make her voice louder. If she needed 
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to ‘sharpen’ her belt voice, she knew that she could narrow her aryepiglottic sphincter or 

AES. She said, 

I have the feeling that I am more intelligent after learning belting with [name of 

 Singing Teacher A] [laughed]. I know that belting is related to thicker folds. I don’t 

 need much air because the folds are staying longer. Also, I know how to make my 

 voice sharper with AES, not with air. I should avoid using air to make my voice 

 louder because it increases the chance of getting voice injuries (SCF10). 

From Student C’s response above, it can be said that she believes that she expanded 

her voice science knowledge after learning belting from Singing Teacher A using the 

information in the teaching guide.  

From the views expressed by the students, it can be noted that the teaching guide 

developed in the current study also helped learners to adapt and alter the learning styles from 

accepting misleading imagery instructions to learning founded on fact-based and voice 

science information. In addition, from the feedback, it is noted that encouraging students to 

become independent learners in the teaching guide helped the learners understand what they 

were doing with their muscles and how they produced the belt voice, thus reducing their 

risks of getting voice injuries. 

4.13.4 Sub-Theme 4: Learners Knew How to Belt 

As noted earlier, belting is a high-intensity voice production and has its own set of 

technical skills. Thus, singing teachers should use the appropriate instructional materials in 

teaching belting, such as the belting teaching guide developed in the current study. To 

investigate students’ views regarding whether the teaching guide helped teach them to belt 
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and if they were able to belt after learning the belting exercises in the teaching guide, all 

students provided positive feedback and indicated that they had an enjoyable learning 

experience.  

Student A indicated that she recognised that the step-by-step approach helped her 

learn the belting technical skills systematically. She was glad that Singing Teacher A was 

systematic in teaching her belting. In the final interview, the same student said that ‘The 

instructions were clear, easy, logical, and most importantly I was taught how to do things 

effectively.’ She added that this ‘helps me prepare myself for belting’ (SAF12). Her view 

was also that ‘I am glad that I could make such a huge improvement. The instructions were 

easy to follow and clear’ (SAF15). 

When asked to summarise her learning experience in the final interview, Student A 

expressed in detail how she made the transformation and that she could belt after being 

taught by her singing teacher with the application of the teaching guide. She explained: 

I started with breathy and very light voice quality. It was definitely not that type of 

 voice quality I wanted to have for belting. I sought guidance, and she [singing 

 teacher] helped me a lot. I knew that what she taught me was based on your teaching 

 guide, and I was really amazed at how she [singing teacher)] changed her teaching 

 approaches while teaching me. She was very clear with her instructions, very precise. 

 She explained what the exercises were and how I should do the exercises. I learned 

 so many technical skills from her. My voice has changed a lot. From light to belt, 

 from uncontrolled to controlled. I know how to train my voice muscles. I know how 

 to belt, and I know the tools needed for belting (SAF20). 
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Due to the positive results after learning belting from Singing Teacher A, Student A 

made the following comment showing that she was glad about the improvement, ‘I will also 

recommend my singing teacher to my friends if they are looking for someone to guide them 

in singing and belting.’ (SAF20). 

Student B shared that his belting learning journey was very enjoyable and added an 

interesting point regarding gender issues in learning belting singing. Firstly, he said, ‘I 

enjoyed all my belting lessons. She [singing teacher] gave me clear instructions, very precise 

and easy to understand. The combination with muscles training and images was great’ 

(SBF15). Then same student added, ‘I was always unsure if a female singing teacher could 

help me with belting singing. However, she [singing teacher] helped me so much in making 

the belt voice quality’ (SBF20). 

From the response above, it is clear that the exercises in training male belters in the 

teaching guide were helpful for the female singing teachers to teach belting singing, even to 

male students. The significance of the exercises in relation to training male belters was 

verified when Student B indicated how Singing Teacher A taught him belting singing with 

the instructions in the teaching guide: 

She guided me step-by-step in searching the belt voice quality. She has changed her 

 approaches as she was more systematic or more organized. She taught me how to 

 train my muscle. Also, she had goals, aims, and basically, she knew what she was 

 doing and the direction she was heading towards. I knew that all this was because 

 she followed the instructions in the teaching guide. This indicates that your teaching 

 guide has positive effects on her as a singing teacher. I have changed my voice 

 quality. I know how to belt. I know the techniques required for belting (SBF20). 
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Student B shared the view that the exercises in the teaching guide involving training 

male belters helped Singing Teacher A to teach him belting confidently. This implies that 

the structure and content of the belting teaching guide with voice science information, fact-

based pedagogy, the language used, the component of the various technical skills exercises 

for both genders helped sing teachers in teaching belting singing. This is in keeping with the 

views of Miller (1996), who mentioned singing teachers should know voice mechanisms and 

possess the teaching skills related to knowing how to teach voice and provide the most 

appropriate voice exercises to meet students’ needs to teach voice effectively. 

Similarly, Student C shared that she enjoyed her belting learning process. According 

to her, the teaching guide successfully guided her to belt and to avoid voice injuries. In her 

own words:  

After attending coaching sessions for several weeks, I can say that I have improved 

 so much in my voice qualities. I know what I am supposed to do with my voice to 

 make the sound I want, such as belting. I am more confident, more focused on 

 singing. My voice is stronger, and I sing with ‘core.’ Not only that, I can apply all 

 these technical skills in my job. Your teaching guide is not only helpful in singing 

 teachers to teach belting singing but also provides me with knowledge on the concept 

 of how to make my sound so that I do not hurt myself. I can explain to other people 

 what was involved in voice production, making myself more intelligent (SCF20). 

Based on the responses above, the learners’ views are in keeping with those of 

Singing Teacher A. Thus, Singing Teacher A’s use of the belting teaching guide developed 

in the current study created positive teaching and learning results. The teaching guide 

assisted Singing Teacher A in developing a deeper understanding of belting pedagogy and 
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facilitating knowledge transfer. Furthermore, Singing Teacher A’s students were highly 

motivated by the pedagogical approach in the teaching guide to becoming self-directed and 

independent learners. 

4.14 Summary 

This section summarises the participants’ views regarding the developed belting 

teaching guide (see Figure 4.14 below).  

To answer the first research question in this study (What are the singing teacher’s 

perceptions of using the teaching guide developed in the present study in training CCM 

belting singing?), three themes were formed:  

i.  Relevance of prior knowledge and experience in teaching belting singing.  

ii.  The positive views of using the belting teaching guide in this study. 

iii.  Effectiveness of the belting teaching guide.  

From Theme (i), it can be concluded that before she participated in this study, Singing 

Teacher A thought that it was safe and appropriate to use Western classical singing 

techniques to teach CCM and belting singing. This was due to her singing training 

background, the influences of her colleagues and other classical trained singing teachers, and 

the limited belting teaching materials. Although Singing Teacher A had recognised that her 

CCM students’ voice production tended to be classical-like, she struggled in relation to how 

she could overcome the voice quality issues she encountered. However, she later changed 

her teaching skills after participating the research study.  
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Singing Teacher A provided what become Theme (ii) in the present study, dealing 

with the positive views of using the belting teaching guide in this study because the teaching 

guide addresses the differences between Western classical singing and CCM belting, 

contains voice science information, is reader-friendly, has a well-structured step-by-step 

approach in teaching belting singing, the exercises were easy to absorb. They had 

information linked to teaching male belters. Moreover, it had warm-up and cool-down 

exercises for belters or beltercise. Singing Teacher A shared that she thought all these 

components were important, thus, making the teaching guide a useful instructional material.  

From Theme (iii) relating to the effectiveness of the belting teaching guide, Singing 

Teacher A revealed that the technical exercises assisted her regarding the what and how 

aspects in teaching belting singing. This included the knowledge of what was involved in 

making the belt voice, why specific belting exercises should be applied in teaching belters 

and how to perform the belting technical exercises,  teach vocal range, teach different voice 

qualities such as twangy voice, mixed voice, chest voice quality, head voice quality. In other 

words, Singing Teacher A knew how to teach belting effectively after using the belting 

teaching guide in this current study. 

The technical exercises in the belting teaching guide were developed based on the 

MFA principle. The theme, relating to the advantages of the MFA principle in teaching 

belting singing, was formed to answer the second research question: What are the singing 

teacher’s perceptions regarding using the MFA principle in teaching CCM belting singing?   

Singing Teacher A indicated that her previous teaching approach was heavily based 

on the EFA principle. She added that she excluded the teaching of voice mechanisms and 

muscles in her studio. However, Singing Teacher A indicated that she shifted her pedagogic 
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approach to the MFA principle after recognising that the application of the MFA principle 

helped teach her students to sustain their efforts in belting. This is a very important 

component in belting singing as belters need to maintain their voice and body efforts in 

making the belt voice production. Singing Teacher A agreed that she discovered her students 

were not fully engaged in learning belting with the given instructional cues based on the 

EFA principle. Several trials on the EFA and MFA instructional cues were conducted to 

examine the effort level of her students. The outcomes showed that her students were more 

successful at sustaining their vocal efforts, such as the long belting tones, mouth posture, 

voice qualities, body posture, and mental awareness with the MFA instructional cues. In 

contrast, Singing Teacher A revealed that her students were lazy or inactive in making the 

belt voice production with the EFA instructional cues.  

Singing Teacher A also affirmed that applying the MFA principle could save a lot of 

time in teaching her belters due to the specificity of the MFA principle compared to the 

general imagery instructional cues when using the EFA principle. Singing Teacher A 

clarified that instead of searching for the right pictures or objects in teaching her students, 

she would save time by instructing them to train the muscles involved in belting, including 

pronouncing the words in foreign languages such as the th sound in English, the ö, ü, and ä 

sounds in German, thus. This view questions the overall efficiency of the EFA principle in 

teaching belters and singers, especially beginners, and teaching foreign languages to non-

native singers. Singing Teacher A shared the view that the MFA principle should be used to 

all levels of singers, particularly in teaching novice and intermediate level belters, as the 

component of internal muscular works was important in teaching the untrained belters the 

necessary technical skills before they could automatically make the belt voice production. 
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Also, Singing Teacher A shared the view that after teaching her belters with the MFA 

principle, her students became more independent learners. The teacher noted that her 

students could correct their own vocal faults, decide on the belt voice qualities they wanted, 

control the volume of their voices, make choices regarding voice colours, and know-how to 

practise after leaving the voice studio. Generally, Singing Teacher A proposed that the 

teaching guide assisted her in altering her teaching approach from teacher-centric to student-

centric. 

Compared to the EFA and IFA principles, Singing Teacher regarded the MFA 

principle as more helpful in teaching belting singing. Singing Teacher A considered the EFA 

principle too general in teaching belters. On the other hand, she felt that the IFA principle 

should be used together with the EFA principle in teaching her belters. For example, 

instructions with imagery cues such as imagining drinking a glass of beer helped students to 

lift the larynx, or pushing the piano or table helped her students to find the vestibular folds. 

Using the IFA principle alone in teaching belters would be more challenging for the singing 

teacher.  

The belting teaching guide was developed due to the very limited belting 

instructional materials for singing teachers. Singing Teacher A shared the view that the 

teaching guide was helpful for her in teaching her students belting singing techniques. She 

also perceived that the teaching guide contributed to the field of voice pedagogy, forming 

the theme related to the significance of the belting teaching guide for singing teachers to 

teach belting singing. This theme answers the third research question in this study: What are 

the singing teacher’s views on the contributions of the teaching guide developed in this study 

to voice pedagogy? 
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Singing Teacher A also shared that the belting teaching guide in this study made a 

significant contribution to voice pedagogy because of the limited instructional materials on 

belting pedagogy, mainly training the male belters. Additionally, Singing Teacher A 

indicated that the information in the teaching guide could change singing teachers’ 

perceptions regarding teaching CCM belting singing techniques to promote fact-based voice 

pedagogy and teaching belting with science facts. Singing Teacher A indicated that she 

believes that the technical exercises, grounded on research studies, would alter many singing 

teachers’ views that belting pedagogy had a set of its own rules, and using Western classical 

singing techniques, for example, would not help teach belters.  

Also, Singing Teacher A indicated the belief that the belting teaching guide in this 

study could eliminate the misconceptions about belting singing, such as the perception that 

belting would cause voice injuries, only female singers could belt, belting needed a lot of 

air, and standard warm-up exercises could be used for preparing belt voice. According to her 

responses, it can be concluded that Singing Teacher A believes the teaching guide provided 

singing teachers with the science-based information that would debunk most of the 

misconceptions prevalent in the singing teacher community. Therefore, it helped singing 

teachers to look at belting singing from a positive perspective. Regarding fact-based belting 

pedagogy, Singing Teacher A shared her view that the voice science information could help 

singing teachers understand how belt voice was made and explain the voice functions to their 

students based on scientific knowledge. The teacher also believes that the information in the 

belting teaching guide would guide singing teachers to understand that belting would not 

cause voice injuries if singing teachers were equipped with the correct knowledge and 

belting pedagogical skills. Furthermore, Singing Teacher A shared the belief the belting 

teaching guide would encourage singing teachers to help their students become independent 
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learners. Based on the MFA principle, singing teachers could teach their students to monitor 

their own muscles involved in belting singing. 

To find out how far the students’ views regarding the belting teaching guide 

corresponded with those of Singing Teacher A regarding the efficiency of the belting 

teaching guide, the theme impact of the belting teaching guide on belting learners were used 

to answer the fourth research question in this study: What impact does the use of the teaching 

guide have on novice belting learners? 

All students who participated in this study shared that the belting teaching guide used 

by Singing Teacher A in the studio effectively helped them learn belting singing. These 

students shared that they had gained knowledge of voice mechanism and anatomy, how 

voice functioned, and the technical skills needed to make belt voice qualities from Singing 

Teacher A. The students also agreed that they had become more independent learners, 

knowing how to use the voice instrument effectively in creating the voice qualities they 

wanted to make. They also indicated that the belting teaching guide used by Singing Teacher 

A was efficient and successfully taught them how to belt. 
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Figure 4.14: An image representing how the belting teaching guide helped the partcipant 
in the study to acquire the technical skills involved in belting singing 
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CHAPTER 5  
 
 

SUMMARY, CONCLUSION AND RECOMMENDATIONS 

5.1 Introduction 

This chapter presents an overview of the answers in relation to the research questions. 

It summarises the overall data collected from the interviews, observations, and reflective 

journals related to Singing Teacher A’s views of the belting teaching guide. The contribution 

of the research is also covered. Hence, each four research questions, which support the 

objectives of this study, are discussed below. 

5.2 To Explore Singing Teacher’s Perceptions of the Belting Teaching Guide 

Research Question 1. What are the singing teacher’s perceptions of using the 

teaching guide developed in training CCM belting singing in the present study? Indeed, this 

question is divided into two main parts. The first part discusses Singing Teacher A’s prior 

knowledge and experience in teaching belting singing before being acquainted with the 

belting teaching guide developed in the present study. The second part addresses Singing 

Teacher A’s view regarding using the belting teaching guide. It explores her overall view of 

the belting technical exercises. 

5.2.1 Singing Teacher A’s Prior Knowledge and Experience in Teaching Belting 
 Singing Before Being Acquainted with the Belting Teaching Guide Developed 
 in This Study (Part One) 

The study explored Singing Teacher A’s singing training and voice teaching 

background before she was involved in this research study. From the data collected, it was 

discovered that due to the Western classical training background, the teacher mainly applied 

classical singing techniques in teaching her CCM singers different singing styles, including 
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belting. From the data collected in the interviews, it can be noted that two other factors were 

influencing Singing Teacher A’s application of classical singing techniques in teaching 

CCM students apart from her earlier training background: the very limited belting 

instructional materials and the influences from her singing colleagues. The data collected 

showed that due to the very limited instructional materials in CCM singing pedagogy, most 

singing teachers, including Singing Teacher A, had no other alternatives but to apply 

Western classical singing techniques in teaching all CCM and belting singing styles. The 

findings also revealed that Singing Teacher A was a follower of the ideology that if you can 

sing classical, you can sing anything, which is shared among the singing and pedagogue 

communities. These findings were similar with Edwin (1998b; 2005; 2010; 2015a; 2015b) 

and Scearce (2016), who suggested that voice teaching was still mainly advocating the use 

of classical techniques to teach non-classical singing although the techniques and styles of 

these music genres were different and should be taught differently. 

From the interview answers, it showed it could be noted that Singing Teacher A 

realised that using Western classical singing techniques in teaching her CCM learners did 

not produce the expected outcomes. This indicates the urgent need for changing pedagogical 

approaches and knowledge to teach CCM singers and belters more effectively. The findings 

from the interviews bring to the fore the need for developing a belting teaching guide. They 

also show that CCM belting instructional material is inadequate, indicating a knowledge gap. 

Generally, the findings show that CCM belting instructional materials in voice pedagogy has 

seriously been overlooked. 
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5.2.2 Singing Teacher A’s View Regarding the Use of the Belting Teaching Guide 
 (Part Two) 

Regarding the lack of fact-based belting instructional materials, this study applies the 

Focus of Attention Principle (FAP) from the Motor Learning Theory and voice science 

information to develop the instructional manual. The Mixed Attention of Focus Principle 

(MAF) of the FAP was adopted in this study to develop the belting technical exercises and 

strategies, including beltercise. 

Based on the findings, Singing Teacher A’s views supported the practicality of the 

belting teaching guide developed in this study for use in teaching belting singing. The results 

indicate that Singing Teacher A believes that the components in the teaching guide are 

important and beneficial in teaching belting learners. These components are (see Figure 5.1):  

i. Voice science information, such as the knowledge of voice anatomy and  

  voice function or applying the MAF principle in teaching belting singing.  

ii. Structure and content of the teaching guide, such as the language used, visual 

  aids, pedagogic considerations with training male belters, and step-by-step 

  teaching approaches.  

iii. Beltercise. 

5.2.3 Voice Science Information 

Voice science information had a significant impact on Singing Teacher A’s 

perception. The teacher has a positive view towards teaching belting singing based on 

scientific facts. Teaching belting singing based on scientific information results in learners 

knowing what muscles are involved in belting and how the belt voice is produced. The 
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teacher perceived the MFA principle to support the voice science information. By knowing 

the mechanics in the belt voice production and the application of the MFA principle with the 

focus on training the muscles involved in belting, makes the teaching of belting singing more 

effective. It guides the teacher on teaching belting singing based on facts and scientific 

explanations. Therefore, the findings from the collected data show that voice science 

information plays a significant role in teaching belting singing. These findings align with the 

pedagogical views of Hoch and Edwards (2018) and Edwin (2020). They noted that 

explaining the importance of teaching singers based on voice science information enables 

voice pedagogues to provide factual techniques for voice correction. 

5.2.4 The Structure and Content of the Teaching Guide 

Based on the interview findings, it can be concluded that a well-organized and 

structured instructional manual such as the one developed in the present study can support 

can facilitate effective practice when training students. For instance, Singing Teacher A 

shared the view that the step-by-step and well-structured teaching materials helped her make 

learning new skills easier. Indeed, the development of the belting teaching guide in this study 

considered ways of reducing the overloading of information, which could impair the learning 

of new knowledge (Smith & Ragan, 1999). The technical exercises in the belting teaching 

guide were developed so that the instructors train the students to develop the muscles 

independently before combining all the technical skills to make the belt voice.  

The qualitative results of the current study show the positive application of the step-

by-step and systematic approaches in training belters. For instance, Singing Teacher A 

successfully taught her students the belting technical skills with the approaches suggested in 

the teaching guide, leading to learners absorbing the new belting technical skills with less 
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effort. This pedagogical approach is in keeping with Beilock et al. (2002), who emphasise 

the importance of training new skills using a step-by-step approach in the early stages of 

learning (Beilock, Carr, MacMahon & Starkes, 2002).  

Based on the findings, Singing Teacher A developed new knowledge in belting and 

belting teaching in an easy way because of the reader-friendly language and simple 

explanations of otherwise complicated voice science terminologies used in the teaching 

guide. These findings indicate that singing instructions should be simple for a positive 

belting teaching outcome. This view matches with the pedagogic views of Günter (1992), 

who mentioned that singing teachers should use simple language in teaching singing. Thus, 

the teaching guide in the current study used simple language to explain voice science 

information. From the findings, it can be noted that the application of the simple language 

used to explain voice science terms was successfully transferred by Singing Teacher A when 

teaching. These findings show that to effectively teach learners new technical belting skills, 

apart from using systematic and step-by-step teaching approaches, the use of language in 

explaining complicated belting exercises plays an important role. Singing Teacher A 

understood how to teach belting singing because of the simple language used to explain 

complicated voice science in the teaching guide. The positive learning result from her 

students reflected the effect of how she explained the complicated technical exercises to her 

students with the use of simple language. This effective teaching model is in line with the 

view of Perrot (2014), who noted that simple language leads towards effective teaching. 

The findings show that for effective belting teaching and learning outcomes, visual 

aids play an important role. Singing Teacher A understood how the belt voice production 

and the different voice qualities were produced with the support of visual aids such as 
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diagrams and pictures. The visual elements also guided her to teach belting singing with 

ease. This is a conclusion that is in agreement with the views of Stokes (2002), who noted 

that visual aids enhanced both teaching and learning experiences. 

The findings from the data collected showed that teaching male belters were 

overlooked mainly in voice pedagogy. From the current voice literature, it is was noted that 

training female and male belters are different (Edwin, 2007). However, belting instructional 

materials for training male belters is generally overlooked. This could probably explain why 

many singing teachers did not recognise the differences in training male and female belters 

(Bourne & Kenny, 2015). According to the findings, Singing Teacher A concluded that the 

exercises for male belters were beneficial, indicating that the pedagogic information in the 

teaching guide developed her knowledge in teaching belting to males. Thus, she considers 

this teaching information as one of the highlights in the teaching guide. 

5.2.5 Beltercise is Important and Beneficial in Teaching Belting Learners 

Based on the findings in the present study, the application of beltercise guided 

Singing Teacher A to view warm-up and cool-down exercises from a different perspective. 

The teacher recognised the importance of using the belting related warm-up exercises in 

preparing her students to belt. The collected qualitative data shows that Singing Teacher A 

shifted from standard warm-up exercises because she recognised that beltercise prepared 

belters for the vocal settings and mental effort required for belting. This reflects the teacher’s 

realisation that using non-belting related warm-up exercises would not prepare the belters 

for the vocal task. Indeed, this view is in line with that of Ragan (2020), who explained that 

the objective of vocal warm-up was to prepare the voice instrument for the demands of the 

intended task, indicating warm-up exercises should be designed based on the target on the 
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vocal task. Additionally, the findings from the views expressed by Singing Teacher A 

showed that the teacher realised that teaching cool-down exercises for her belting students 

is important. The interview findings from the students show the positive effects of the 

speaking voices, signifying the importance of including the cool-down exercises – an often 

neglected component in voice pedagogy in the teaching guide (Ragan, 2020). 

 

Figure 5.1:  The belting teaching guide's significant components contributed to the 
successful belting teaching and learning experience 

 

5.3 Question One Summary 

Exploring Singing Teacher A’s perceptions of the belting teaching guide shows that 

the belting teaching guide is a well-structured instructional material containing useful voice 



322 

science information that makes teaching and learning belting singing more effective. Singing 

Teacher A perceived the pedagogical content and exercises of the teaching guide such as 

teaching belting singing using a step-by-step approach, simple and clear language and 

terminologies, visual aids, as well as the considerations of including the teaching of male 

belters and beltercise created a solid framework as a promising belting instructional manual. 

Moreover, the findings show that Singing Teacher A perceived the belting teaching guide as 

being easy to use, reader-friendly, containing the information overlooked in voice pedagogy 

and promoting fact-based pedagogy. These features make the teaching guide an instructional 

material valuable teaching guidance for singing teachers to teach belting singing. 

5.4 To Explore Singing Teacher’s Perceptions of the MFA Principle in the Teaching 
Guide 

Research Question 2. What are the singing teacher’s perceptions of using the MFA 

principle to teach CCM belting singing? 

The technical exercises in the belting teaching guide were developed based on the 

MFA principle, a field related to the Motor Learning Theory. According to the findings, 

Singing Teacher A believes that the MFA principle was more effective in teaching belting 

singing techniques than the EFA and IFA principles. 

5.4.1 Belt Voice Techniques Were More Constant with the MFA Instructional Cues 

Singing Teacher A recognised the component of teaching the use of muscles 

involved in belting was more precise, which she said guided her to provide clearer, more 

accurate and more factual instructions in teaching her students to belt. In contrast, she 

indicated that the instructions based on the EFA principle were too general. The findings 

showed that to keep the muscular effort in belting singing and sustain long belting tones, the 
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application of the MFA principle was more effective. Singing Teacher A discovered this 

positive outcome while teaching her belters using the MFA principle. She recognised that 

her students were more engaged by basing their efforts on the MFA instructional cues. This 

is indeed a major finding and a new discovery that has not been mentioned in any previous 

research study.  

On the other hand, Singing Teacher A shared that the EFA principle was ineffective 

in helping learners sustain the effort needed in belting singing. This finding is important if 

one considers that belting singing requires a very high level of effort (Estill, 1988). Thus, 

belters must maintain a very high level of muscular effort in belting to avoid voice injuries. 

The findings in the study showed the EFA principle presented resulted in belting learners 

being inattentive in sustaining their efforts. The EFA principle in voice teaching has been a 

common practice in the singing teachers’ community for many years. According to the 

findings, Singing Teacher A considered the EFA principle highly questionable in teaching 

belting and singing. For this reason, she altered her teaching skills from the EFA principle 

to the MFA principle. 

5.4.2 Timesaving with the MFA Principle 

From the present study’s findings, it can be concluded that Singing Teacher A 

perceived the use of the MFA instructional cues in teaching belting as timesaving. This is 

because the components of what to teach and how to teach belting singing techniques 

provided straightforward instructions. For instance, the teacher did not have to search for the 

best pictures to use in the lessons.  

From the findings presented in this study, Singing Teacher A revealed that using the 

EFA principle in teaching belting and singing was not a wise choice. Also, the teacher 
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recognised the positive teaching experience with the MFA principle used in teaching her 

students. The teacher also suggested that training internal muscular work should be included 

in teaching belters, particularly at the beginning stage of learning when the learners want to 

learn new technical skills. This view aligns with Saxon and Berry (2009), who said that vocal 

pedagogy should draw in the training of the muscles involved in vocal production. 

5.4.3 The MFA Principle Encouraged Independent Learning 

Based on the findings of the present study, Singing Teacher A indicated her belief 

that the instructional cues with the MFA principle are effective in teaching belting singing 

as it involves the teaching of finding, feeling, locating, and training the muscles involved in 

belting. This makes the principle effective in teaching learners how to gradually train and 

develop their muscles to have the technical skills to produce the belt sound. In addition, the 

teacher recognised that the MFA principle assisted her in teaching her students to make their 

own choices in relation to voice qualities. She stated that the learners were more independent 

after she taught them how to do the technical exercises for belting. Using the EFA principle 

could be ineffective as Singing Teacher A suggested that the EFA principle excluded the 

importance of training muscular works. The teacher acknowledged that the MFA 

instructional cues taught her students what to do with the voice and equipped them with the 

knowledge of what to do with the muscles and how to practice after leaving her studio, 

indicating that she had successfully encouraged her students to become independent learners. 

Indeed, the use of the MFA principle in teaching singing or belting matched with the views 

of Ragan (2020), who mentioned that teaching learners to be more independent in voice 

learning would encourage the students to engage in the voice learning process and work 

toward autonomy in the journey of voice learning.  
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The findings from the present study showed that by using the MFA principle in 

teaching her belters, Singing Teacher A altered her teaching approach from teacher-centric 

to student-centric. Through this approach, she put her students at the centre of learning. As 

the teacher, she was no longer responsible for taking the full responsibility of making the 

decisions for her students on the choices of belt voice qualities, which enabled students to 

develop autonomously. This view is supported by Ragan (2020), who mentioned that if 

students depend on singing teachers’ feedback and comments, their long-term vocal goal 

would be hindered. 

5.4.4 The MFA Principle was More Effective in Teaching Belting Singing 

From the qualitative data, Singing Teacher A revealed that the MFA principle was 

more efficient in teaching her students belting singing as the principle included the teaching 

of muscles training. LoVetri (2013) shared a similar view by noting that effective voice 

training should involve teaching learners to connect to the body and voice mechanism in a 

conscious manner. This would teach them to learn to control the behaviour of the muscles 

involved in making the voice qualities or voice production, including the torso and to adjust 

the use of their breath according to the demands of the sound produced or the music being 

sung. From the responses and findings, it can be said that belting pedagogy using the MFA 

principle was more reliable in teaching belters. For instance, Singing Teacher A revealed 

that after teaching her belters using the MFA principle, her students developed and extended 

the vocal range and their tops notes were more solid.  

Another two new findings supported using the MFA principle in teaching belters and 

vocalists regardless of the level of vocal performers. First of all, Singing Teacher A shared 

that the EFA principle was ineffective in teaching advanced belters and singers who 
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attempted to shift the music genre from classical to non-classical and widen the choices in 

the repertoire. These singers might face challenges if they were only taught how to sing using 

instructions based on images. Secondly, Singing Teacher A questioned the effectiveness of 

the EFA principle for all singers when they had voice issues and did not have any training 

on how to feel their muscles. The finding related to the questioning of the principle by the 

teacher is in line with the views of Oudejans et al. (2007), who noted that the application of 

EFA in training and learning should not be superior to other principles. The scholars support 

their views by noting that in many practical situations, such as among professional athletes, 

utilising internal muscle feedback might be very beneficial to reach a higher level of 

performance. Oudejans et al. (2007, p.42) add that ‘in reshaping the imperfect automatisms, 

it seems initially necessary to intentionally deautomatize movement control.’ This implies 

that merely adopting EFA in training might not be beneficial for professional voice users to 

enhance their level of performance, indicating that the internal voice muscles training should 

not be ignored. 

5.5 Question Two Summary 

Exploring Singing Teacher A’s perceptions regarding the MFA Principle in the 

belting teaching guide shows that the MFA principle was helpful to her in teaching belting 

singing. For instance, the teacher shared that the MFA principle, which includes the 

component of teaching internal muscular work, equipped the learners with the technical 

skills to sustain a high level of effort throughout the vocal tasks and sustained the long belting 

tone effortlessly. The findings showed that these technical skills could be only taught and 

accomplished with the MFA principle. Also, Singing Teacher A recognised that using the 

MFA principle was more time-saving in teaching belters and could encourage independent 

learning. Furthermore, Singing Teacher A also advanced the view that the EFA principle did 
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not help teach vocalists of all levels due to the missing component of the IFA principle or 

muscle-related work. The teacher questioned the practicability of the EFA principle, such as 

how voice pedagogues using it teach vocal performers the technical skills involved in 

different music genres to understand the different voice qualities and avoid voice injuries. 

Therefore, Singing Teacher A believes that the MFA principle in the belting teaching guide 

made more sense in teaching belters and singers. 

5.6 To Explore Singing Teacher’s Perceptions of the Contribution of the Belting 
Teaching Guide to the Field of Voice Pedagogy 

Research Question 3. What are the singing teacher’s views on the contributions of 

the teaching guide developed in this study to voice pedagogy? 

5.6.1 The Belting Teaching Guide Helps Singing Teachers to Teach Belting Singing 
 Techniques 

Based on the findings, Singing Teacher A concluded that the belting teaching guide 

in the present study made a large contribution to voice pedagogy. The findings showed that 

due to the very limited belting instructional materials, the teaching guide in this study could 

be used as a teaching source for singing teachers. Compared to the plethora of teaching 

sources on classical singing and non-fact-based singing materials, Singing Teacher A 

advanced the view that the belting teaching guide would help singing teachers to understand 

that Western classical singing techniques were not always relevant in teaching CCM and 

belting singing. The teacher also shared the belief that the voice science information, the 

structure, the content such as the exercises and strategies as well as beltercise in that teaching 

guide would make it possible for singing teachers to understand that belting pedagogy had 

its own instructive tools and thus, the teaching guide developed in the present study should 

be used as a reference manual for singing teachers to teach belters. 
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5.6.2 The Belting Teaching Guide Eliminates Misconceptions about Belting 

From the findings, Singing Teacher A shared the belief that the fact-based 

information in the teaching guide helped sing teachers to eliminate the misinterpretations of 

the voice production made in belting and teaching and learning belting singing. Examples of 

such misconceptions include the belief that belting is dangerous, produced in the chest 

region, is only suitable for female singers, and needs a lot of airflows. Singing Teacher A 

indicated her belief that the voice science information could help singing teachers advance 

their teaching skills. This could ensure that their teaching instructions would be based on 

science and not credible assumptions. 

5.6.3 Teaching Students to Become Independent Learners 

Singing Teacher A also recognised the importance of teaching singing and belting 

based on the MFA principle. From her responses, it can be concluded that the teacher 

believes that the overall teaching guide, including applying the MFA principle, contributed 

to the improvement of voice pedagogy. The teacher supported this view by noting that the 

principle contained the components of providing voice students with the knowledge and 

application of their voice muscle system. Thus, it encouraged the students to become more 

independent in learning belting singing. The teacher also recognised that this aspect of 

belting instructional material is still missing in voice pedagogy. 

5.7 Question Three Summary 

From the findings, it can be noted that Singing Teacher A perceived that the belting 

teaching guide in this study plays a significant role in the field of voice pedagogy. Firstly, 

the teacher noted a dearth of fact-based belting instructional materials. The teacher 

acknowledged that there was no science-based instructional manual for singing teachers. 
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Thus, the teaching guide could be used as a reference book. She noted that with the belting 

teaching guide, singing teachers would increase the knowledge in teaching belting singing 

and help learners and belters to reduce the risk of voice injuries. Singing Teacher A also 

shared that by understanding the MFA principle in the teaching guide, singing teachers 

would be supplied with information on how to teach belting singing with muscle feedback. 

The findings showed that involving the aspect of muscle feedback and the MFA principle 

was more effective in belt voice production. The benefits of the principle include 

encouraging learners to produce the belt voice qualities independently, sustaining the long 

belting tones successfully, and maintaining a high-level vocal and muscle effort in belting. 

Another important factor, according to the findings, was the teacher’s recognition of the 

reality that the teaching guide could eliminate the uncertainty or concern regarding belt voice 

production. With the teaching guide, singing teachers would know what belting is, what 

muscles are involved in belting, how to teach belting singing, and gain knowledge related to 

teaching belting singing systematically.  

From the interviews, Singing Teacher A indicated that she aimed to conduct a belting 

workshop once the situation with Covid-19 improved to promote the belting instructional 

materials for singing teachers. This shows the significance of the belting teaching guide in 

this study. Consequently, it can be said that the teaching guide is useful and contributes to 

the field of voice pedagogy. 

5.8 To Explore Students’ Perceptions of the Belting Teaching Guide 

Research Question 4. What impact does the use of the teaching guide have on 

novice belting learners? 
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Singing Teacher A shared the view that the belting teaching guide in this current 

study was useful in teaching belting singing and contributed to the field of voice pedagogy. 

To better understand the accuracy of these findings, investigations on students’ perceptions 

regarding the impact of the teaching guide were done. 

5.8.1 Students Could Train Their Muscles 

From the findings, all students agreed that the teaching guide exercises helped them 

have better control of their voice mechanics. Consequently, the exercises helped them to 

avoid voice injuries while allowing them to produce different voice qualities. The findings 

also showed that the students could independently practice the belting technical exercises 

after leaving the voice studio. This is because the students had information about the aspects 

involved in belting and how to produce the belt voice. 

5.8.2 Students Gained Voice Knowledge 

Based on the present study’s findings, students acknowledged that the teaching guide 

provided them with the knowledge in belting, making it possible to explain what belting was, 

why beltercise was different from the standard warm-up exercises, the belt voice production 

needed significantly less air, and how to make the different voice qualities based on voice 

science information. The findings also noted that the teaching guide developed in the current 

study also helped learners adapt and alter their learning styles. For instance, they became 

aware that they should not always accept misleading instructions that are not fact-based. 

5.8.3 Learning Belting from a Female Singing Teacher 

According to the findings, all students viewed that they could belt after being taught 

by Singing Teacher A based on the belting teaching guide. The students also agreed that the 

exercises based on the MFA principle helped them sustain their belting notes and maintain 
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their effort in belting. This included the voice and body muscle efforts. The findings showed 

that the students could independently monitor and control their own muscles due to applying 

the MFA principle. One male participant shared the view that the teaching guide supported 

Singing Teacher A in teaching him belting singing, alleviating his early concern regarding 

whether a female singing teacher could teach male belters. 

5.9 Question Four Summary 

From the above findings, it can be said that the students had positive experiences 

learning belting singing based on the exercises in the teaching guide. This indicates that the 

teaching guide guided Singing Teacher A successfully in teaching belting learners. The 

responses from Singing Teacher A show the usefulness of the belting teaching guide in 

assisting her in training belters effectively. Her students’ understanding and belting technical 

skills such as voice range, voice qualities, and ability to sustain longer singing phrases and 

tones and volume were developed and enhanced after applying the teaching guide. In 

addition, the teacher’s answers during the interviews and entries on her journals show that 

previously, she had limited awareness of CCM belting teaching approaches. However, her 

responses indicate that she transformed her pedagogical skills from a novice belt voice 

trainer to a voice pedagogue who could explain and teach belting singing based on voice 

science. Therefore, the belting teaching guide in this current study provided the teacher with 

a better teaching approach that helped her teach her students belting singing and improved 

their singing output. This could be read to mean that if other singing teachers would use the 

belting teaching guide, the teachers will not only have a fact-based, well-structured belting 

teaching guide, which is developed based on voice science and the MFA principle, but also 

they could develop their belting teaching skills to help their students in belt voice production, 

as is acknowledged by Singing Teacher A. Therefore, it could be concluded that the belting 
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teaching guide is necessary for singing teachers to teach CCM belting singing effectively. 

This study showed that the fact-based instructional materials were helpful in both singing 

teachers and students. So, the belting teaching guide was an essential instructional material 

for singing teachers due to the dearth of teaching tools in this area. 

5.10 Contribution 

With the rising demand for the belting technique, voice educators find themselves 

with no choice but to incorporate belting training into their teaching programs. However, 

voice educators may find themselves in a weak position when training the belting technique 

due to a lack of expertise and very limited instructional materials. The present study aimed 

to develop a belting teaching guide with exercises and strategies based on the MFA principle 

and explore a singing teacher’s perceptions of the teaching guide in an actual one-to-one 

teaching situation. Therefore, the contribution of this study should be examined from the 

voice pedagogical perspective of the practicability of the teaching guide. 

In addition, the findings of this research add to the literature on the importance of the 

MFA principle in teaching belters at different levels, particularly novice and intermediate 

learners. The findings in the present study show the singing teacher’s perception that the 

MFA principle is more effective in teaching belters to create the belt voice production, and 

promote a student-centric teaching approach, helping students to become independent voice 

learners and reduce the risk of getting voice injuries. This suggests that singing teachers need 

to apply the MFA principle in teaching belting singing.  
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Additionally, this study serves as a framework to guide singing teachers toward 

teaching belting and singing based voice science information, guiding belting students to 

gain voice knowledge and build their voice mechanisms based on facts. The findings showed 

that teaching based on facts resulted in a more effective belting learning experience. Also, it 

is noted from the findings that beltercise prepares belters for the muscular effort involved in 

belting. The findings show that the positive effects of beltercise on voice production, mental 

preparation for belting as well as the practice of cool-down exercises are helpful and 

necessary in belting.  

According to the findings from the present study, the singing teacher perceived the 

belting teaching guide as helpful, noting that it had successfully directed her to teach belting 

singing. Through the teaching guide developed in this study, the singing teacher has 

developed the knowledge of what belting is and the practical skills of teaching belting based 

on voice science knowledge. Moreover, following the guidelines developed in this study, 

belting learners have learned how to belt and gained knowledge related to the voice 

mechanics involved in belting. In the process, they have transformed themselves into 

independent learners. The findings from the present study support the suggestion that the 

belting teaching guide should be used in the singing teacher and choral director communities. 

This indicated the contribution of knowledge to voice pedagogy and choir directing. The 

findings showed that the teaching guide might solve the current challenge related to the need 

to formulate a training method for belting, especially among non-CCM trained singing 

teachers. 
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5.10.1 Theoretical Contribution 

This research provides critical theoretical contributions to motor learning theory, 

specifically in relation to the Focus of Attention Principle (FAP) for CCM voice pedagogy. 

It provides some significant insights into the components of FAP – the External Focus of 

Attention (EFA), Internal Focus of Attention (IFA), and Mixed Focus of Attention (MFA) 

concerning teaching CCM belting singing. From the findings of this study, it can be 

concluded that the MFA principle is more effective in teaching belting learners. The findings 

indicate that the exercises based on the MFA principle in the belting teaching guide lead to 

positive changes in the learning and teaching of belting singing. 

As discussed in the literature review of the current study, previous research studies 

have addressed several aspects of EFA and IFA. Research studies have demonstrated the 

performance and learning advantages noted through instructions inducing an external focus 

or EFA principle. These studies claim that following the IFA principle could harm learning. 

Therefore, the scholars propose adopting the EFA principle in teaching musicians and 

vocalists (Atkins & Duke, 2013; Helding, 2015; Atkins, 2017; Mornell & Wulf, 2019; 

Treinkman, 2021; Crocco & Meyer, 2021). In contrast, some researchers stressed the 

importance of muscle training or IFA, suggesting that the internal or muscular work should 

be included in teaching singing (Saxon & Schneider, 1995; Estill, 1988, 1994; Ohrenstein, 

1999, 2003). Very limited studies have been conducted in relation to the MFA principle. 

One very current study was done by Treinkman (2020), but it provided very little information 

on the MFA principle in training non-classical singers. Available research studies’ findings 

are inconsistent and sometimes contradict each other. 
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The researcher identified four significant gaps in previous research studies and FAP 

literature. Miles (2017) notes that the gaps are related to the studies’ populations. This 

indicates that the research studies focused on a particular group of participants, leaving other 

populations without being researched. Therefore, there is a lack of rigorous research in the 

prior literature. The previous research studies have focused primarily on the following areas:  

i. Western classical musicians  

ii. Trained and experienced singers   

iii. Non-actual practical voice teaching and learning experiences   

iv. Familiarity of the vocal tasks 

These studies also only investigated only native English speakers. The subjects 

included in the studies might not have any difficulties singing the song, meaning that the 

language and songs used in the studies are ones that the subjects were very familiar with. 

Also, many of the studies already done do not explore how similar subjects learned and sang 

in foreign languages. It is posited that different results may have been obtained if the subjects 

had been asked to sing in languages other than English, such as Italian, French, or German. 

All these are common languages in classical and non-classical music. For instance, music 

theatres in Germany often require vocalists that are not Germans to sing all music 

productions in the German language (Buccleugh, 2015; Casting.Stage-Entertainment, n.d.) 

(Appendix 40). Very little research has been done on CCM and belting singing, novice and 

intermediate level belters, and in an actual voice, teaching situation to adequately evaluate 

the current voice pedagogy problems, resulting in the suggestions and recommendations that 

further research should focus on the exploration of FAP in CCM vocal pedagogy, non-
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classical singers and novice singers (Atkins & Duke, 2013; Atkins, 2017; Crocco, McCabe 

& Madill, 2020; Treinkman, 2020, 2021). 

Upon identifying an apparent theoretical gap in previous research studies concerning 

FAP, the present study seeks to extend the FAP by addressing the gaps in voice pedagogy. 

The study explores the impact of the MFA when used in teaching novice learners in CCM 

belting singing. The findings show a positive belting teaching experience using the teaching 

guide, indicating that applying the MFA principle is helpful for singing teachers to teach 

belting singing. The application of the MFA principle, in combination with EFA and IFA 

principles, showed that the instructional cues helped singers sustain their effort in belting, 

guided learners to produce different voice qualities, was timesaving, reduced the risks of 

getting voice injures, promoted student-centric pedagogy and fact-based voice pedagogy, 

and finally could extend vocal range and belt. Therefore, teaching effective belt voice 

production using the MFA instructional cues should be recommended to teachers of belting 

singing and singing. 

The present study’s findings have a theoretical benefit in voice pedagogy. In terms 

of its theoretical contribution, this research has enriched the literature on FAP in Motor 

Learning Theory. Most previous research studies examined FAP in relation to classical 

musicians and trained singers, and conclusions were based on biased information. Very few 

studies have focused on non-classical singing and novice singers. The current study 

encompasses the dimensions not explored by previous studies, namely teaching CCM 

belting singing novice singers based on the MFA principle. Based on the best knowledge of 

the researcher, this study is the first that has extended, advanced and built on the FAP in the 

field of Motor Learning Theory by adding the MFA principle in teaching belting singing. 
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Thus, it contributes theoretically to voice pedagogy literature in general and to the field of 

Motor Learning Theory, specifically, the FAP. The present study also well seals the 

knowledge gap between voice science research and teaching belting in voice pedagogy. 

Figure 5.2 below is a summary of the current studies on FAP and the contribution of the 

current study. 
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Figure 5.2: An image representing the current studies on FAP. The theoretical 
contribution in this study covers the unexplored aspects of the FAP principle 
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5.10.2 Knowledge Contribution 

An analysis of most studies in belting shows that they depict the physiological, 

acoustic, and perceptual aspects (see Literature Review). However, these studies’ expansion 

is not accompanied by any belting instructional materials with voice science information. 

Ragan (2020) also acknowledged this view, who mentioned that voice science studies did 

not tell singing teachers what to do and how to teach, while voice science tells singing 

teachers what is happening during singing. This view can mean that voice science studies 

did not tell singing teachers what to do in belting and how to teach it.  

In the present study, the researcher identified an apparent knowledge gap in the 

existing studies mentioned in the literature review regarding belting singing. These existing 

studies did not address belting pedagogy leaving this aspect of voice teaching unexplored. 

Edwin (1998a) believes that some time should be reserved to consider how the belting 

singing style can be taught efficiently and effectively. Ragan (2020) echoed this view by 

stating that singing teachers should utilize the science information when teaching singing to 

bridge the voice science knowledge and the art of singing in training vocalists. However, 

there is a lack of investigation from the pedagogical stance on teaching belting and its 

instructional tools. Investigating these issues is important because singing teachers should 

be adequately informed about how to teach belting singing by credible voice science 

information to cater to the increasing demand for learning CCM singing and belting. 

The previous research has addressed several aspects of belting singing, including that 

belting involves a thicker vocal folds closure or a greater degree of vocal folds contacts, very 

little airflow, a high larynx posture,  a wide mouth posture, chest dominant voice production, 

high tongue posture, optional twangy sound, lifted velum, de-constricted of vestibular folds 
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(Estill, 1988; Miles & Hollien, 1990; Thurman & Feit, 2000; McCoy, 2004; Wells & Hansen, 

2006; Edwin, 2007; White, 2011; Bozeman, 2013; Echternach et al., 2014; Bourne & Kenny, 

2015; Hallqvist et al., 2016; Hoch, 2016; McGlashan et al., 2016; Roll, 2016; Caffier et al., 

2017). Based on the review of these prior research studies, it was concluded that there is a 

knowledge gap in voice pedagogy, requiring solutions to bridge the belt-voice science 

knowledge and the art of teaching belting.  

The previous research studies have focused primarily on science. Very little effort 

has been put into the art of teaching belting and the connection between pedagogy and 

science. Thus, the researcher developed a belting teaching guide in this study by addressing 

the gap (see Figure 5.3 below). The teaching guide reveals how to teach belting singing 

based on voice science information, recommends that voice educators the fact-based 

exercises and strategies to use in teaching belting singing. The research makes a pedagogic 

contribution by exploring a singing teacher’s perception of the practicality of the belting 

teaching guide, revealing how the teaching guide could be used by singing teachers to teach 

belting singing. The findings revealed several teaching and learning benefits including that 

the singing teacher knows what belting is, how to teach belting singing based on voice 

science information, the importance of beltercise, approaches and technical skills involved 

in teaching belting learners, students know how to belt, and the importance of beltercise. The 

belting teaching and learning outcomes based on the teaching guide created in this study 

support the view that the belting teaching guide and instructional guidelines can provide 

effective guidance in teaching belting singing. 

  



341 

 

Figure 5.3: The components in voice science research studies and voice pedagogy to be 
combined with closing the knowledge gap in the field of voice pedagogy 
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5.11 Conclusion  

It is not surprising to witness the growing appeal of CCM amongst singers and voice 

students, especially the belting style. Nevertheless, for teachers to offer effective guidance 

to their students, they should be supported by accurate and high-quality resources on belting 

pedagogy. The initial chapter of this paper describes the Western orientation of CCM, with 

very few higher learning institutions offering CCM courses for students interested in 

learning CCM and the belting technique, in particular. More importantly, the present study 

realised that many vocal teachers assume that CCM and Western classical singing are similar 

forms of performance, thus using the same vocal techniques. The literature review presented 

in Chapter 2 emphasises the lack of accurate information available to vocal teachers and 

researchers on how belting should be taught and learnt. It is posited that the literature lacks 

a sound scientific basis and consists of questionable and biased information. The present 

study has justified a strong need for a practical teaching guide on belting to demonstrate to 

vocal teachers on the effective, proper, and safe techniques to teach belting to voice students.  

The proposed teaching guide in this study incorporates explanations of how technical 

strategies can be used together to generate the desired belt voice. It also embeds practical 

exercises with the MFA principle and emphasises the significances of warm-up cool-down 

exercises. These features are precious to vocal teachers, based on the feedback provided by 

the selected experts and responses from the singing teacher via questionnaires and 

interviews. One crucial point highlighted in the findings is that vocal teachers should 

comprehend the theory of what belting is and the practical guidance that would enable 

teachers to demonstrate to students on producing the belt voice. This involved the application 

of the MFA principle in teaching belting learners. The proposed teaching guide has 

successfully achieved this.  
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The teaching guide comprises six main chapters, outlining the definition of belting, 

a guide to the voice mechanisms used in belting, pedagogical tools, technical skills, how-to 

exercises, and practical exercises. The structure of this teaching guide was praised by the 

evaluators and singing teachers, who indicated that they were impressed by how the guide 

introduced the pedagogical aspects before they were integrated into strategies that can be 

applied in practical exercises. The singing teacher indicated that she was unaware of any 

other available publication offering a similar practical guidance on belting. The teacher 

found the guide easy to comprehend, as she highly appreciated the use of straightforward 

language. This appears to be an integral attribute of the teaching guide, as the use of overly 

complicated language may hinder adequate comprehension. Evidence-based pedagogy and 

strategies built upon the scientific foundation and the MFA principle are key benefits of this 

teaching guide, successfully bridging the knowledge gaps identified in the literature and 

discussed in this chapter.  

The feedback showcased that, with enabling the teacher to understand how the belt 

voice is produced, the teaching guide is helpful because it uses clear diagrams and pictures 

that support the descriptions. The teaching guide contains several strategies and technical 

exercises presented in various languages. The exercises draw upon examples from typical 

daily life to help both teacher and students apply the strategies effectively. Using these 

relevant instances, the singing teacher can help aid students in learning the belting technique. 

This also represents how the proposed teaching guide differs from the other existing belting 

resources, with previous studies using complicated language and fewer illustrations to 

support comprehension. The easier a new topic is understood, the less frustrating and 

challenging it is to learn, thus resulting in better outcomes overall.  
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The selected voice experts, singing teacher, and students found the inclusion of 

warm-up and cool-down exercises in the guide particularly beneficial. This is a significant 

result, as it was considered crucial during the development of the guide to embedding these 

overlooked aspects of belting. Positive feedback was also provided for creating the term 

beltercise in the teaching guide, along with the well-structured content and instances of how 

warm-up and cool-down exercises can be performed before and after the voice lessons.  

Through qualitative data, the singing teacher in the present study felt that the teaching 

guide was an excellent reference for her when teaching the belting style to her voice students. 

She felt that it was highly beneficial to explain voice mechanism to students, apart from 

guiding the students to belt safely and effectively. The singing teacher realised that learning 

to teach the belting style properly could benefit the success of her own voice studio and work 

with students and the general singing teacher community due to the rising popularity of 

contemporary music amongst voice students and performers.  

The proposed teaching guide has corrected several misleading assumptions and 

misconceptions about belting, hence equipping singing teachers with accurate and evidence-

based pedagogy for belting. The investigations reflect an overall agreement of the singing 

teacher that voice educators need to have strong foundational knowledge about the range of 

various techniques. This is crucial given that many vocal teachers lack proper training in the 

belting style, with many believing that belting causes vocal injury. With the proper 

knowledge, vocal teachers can safely help students interested in belting produce belt voice. 

The teaching guide addresses several uncertainties while helping teachers to move away 

from the classical techniques and the instructional cues they may have been trained in and 

are most comfortable with. This enables vocal teachers to accurately explain voice 
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mechanism and quality in varied performance styles, which is particularly important for 

intense styles, such as belting.  

For singing teachers to distinguish the specific techniques used in Western classical 

singing from belting, a comparison chart of the two types of performance is embedded in the 

teaching guide. This feature of the teaching guide has received very positive feedback, 

mainly because the singing teacher felt that this enabled her to feel and hear the differences 

between the two styles when performing technical exercises based on the comparison chart. 

The teacher commented that the teaching guide had made her realise that belting is not an 

unhealthy or a dangerous singing style but a unique type of performance that requires its 

own best practices and techniques. This alleviates the common fear that vocal teachers have 

regarding vocal injury when producing the belt voice.  

The specific singing teacher who participated in this study agreed that the teaching 

guide is an excellent, easy-to-understand, and highly credible resource, which has helped 

increase her knowledge, particularly the FAP in teaching singing and belting and correcting 

her wrong assumptions regarding belting. This teaching guide has equipped the singing 

teacher with the foundational information and skills required to teach belting effectively. 

5.12 Recommendations 

The teaching guide in the present study was designed primarily for adult singers and 

students with good vocal health. Hence, it would be interesting and beneficial if future 

studies could look into other groups of students, such as older or very young singers. 

Additionally, future studies may want to address the lack of literature that emphasises the 

skills involved in learning to belt, as younger and older singers may face different challenges 

when learning to belt. For example, young singers may have difficulties with voice mutation 
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and changes, breathy tones, or a limited vocal range, whereas elderly singers may experience 

issues such as weaker voice production related to voice ageing. This is a crucial area of future 

research, as teachers need to consider these differences when teaching belting. On top of 

that, the development of further pedagogical tools for younger and older students may impact 

the variances in male and female voices based on the performer's age. 

The teaching guide proposed in this study is well-positioned to be a pioneering 

resource for vocal teachers, mainly due to its inclusion of practical exercises based on the 

FAP that explains the what and how aspects of belt voice production and pedagogy. 

Therefore, it is recommended that all vocal teachers own a copy of this teaching guide to aid 

them in developing CCM programmes for their students. It is also vital to highlight the reality 

that belting is just one of the many CCM techniques. Future studies may include guides for 

other techniques, such as country singing, jazz performance, hard rock distortion, heavy 

metal screaming, and growling. By acknowledging the variances in singing styles and the 

fact that singers need to switch between styles, vocal teachers can effectively and safely 

teach their students to perform with the skills demanded in the modern music industry. 
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PREFACE 

I am a trained classical singer. 

During my training, I was taught a number of techniques alongside a wealth of quotes 

that have been instilled in my mind, one of which was, “If you can sing classical, you can 

sing anything”. This was a belief that I harboured throughout my education at university. I 

was convinced that if every singer were to perfect the techniques drilled into classical 

singers, all vocal issues would be rectified—regardless of the genre of the song or the 

singer’s individual singing style.  

It was after my graduation from university that I recognised that my prior closely 

held belief was, in fact, far from the truth. This recognition occurred after a student asked 

me to teach her how to sing Close to You by The Carpenters—a song which is far from the 

classical genre I was accustomed to singing. It was during this time that I noticed my singing 

skills were too classical-oriented to be applied to pop songs. Anything I sang possessed an 

unwanted classical undertone. 

After coming to and accepting this realisation—and after years’ worth of research—

I discovered that the singing techniques applied to the classical genre and the pop genre 

differed greatly. This difference is particularly prominent when you examine the belting 

techniques utilised in contemporary commercial music (CCM). Thus, it is considered to be 

greatly inappropriate if the techniques used in Western classical music singing were applied 

to CCM. Also, it has additionally been found that using the classical technique on the CCM 

genre can cause vocal fatigue. 

Leading from this, I have wanted to write this teaching guide for a number of reasons.  
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Firstly, there is a lack of resources for practical exercises on the belting technique. 

Students are lectured on the practicalities of this technique (e.g., what it is, whether it is 

considered healthy for the vocal folds), but are mostly unable to put this information to 

practice due to lack of pedagogical materials. Thus, this guide and its practical vocal 

instructions can be used by students and teachers both, to further knowledge regarding the 

belting technique. 

Another reason for my wanting to write this guide derives from the fact that there is 

a very limited quantity of fact-based belting teaching materials available. It is not uncommon 

for teachers to turn to internet sources such as YouTube—which doesn’t always supply 

accurate information and may prove to be misleading to both students and teachers—in order 

to effectively teach this subject. This is purely due to lack of teaching materials in this area, 

and it is my goal for fact-based voice pedagogy to replace the vocal myths. Thus, this guide 

will detail exactly how the “belt voice” is produced—as well as how to prevent vocal risks. 

It is my belief, and my ultimate goal through writing this guide, that coaches should 

encourage students to maximise their vocal versatility and be courageous when it comes to 

experimenting with their vocal production within their own vocal journey, and it is my hope 

that vocal teachers will use this guide as a source for producing a range of belting strategies 

for others in the future.  
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INTRODUCTION 

This teaching guideline is mainly designed for voice teachers who want to gain skills 

to teach belting singing. It is an introductory perspective on how the belting technique can 

be used safely. The guide is written from a recognition that belting involves various technical 

skills and calls for specific teaching methods which usually differ from those used in 

teaching classical singing. Some of the exercises and strategies in this guide are inspired by 

voice scientists and voice experts, however, the exercises should not be approached as a 

magic bullet that can be learned overnight; they require time and effort. Hence, I would 

advise teachers to teach the techniques over a period of time.  

The teaching guide contains six parts. The first part provides a general view of the 

belting technique. It contains some brief descriptions of the belting technique from the 

perspective of both scholars and practitioners in the field. The second part delivers 

information about muscles and laryngeal cartilages and the articulators involved in belting. 

The aim of this part is to provide teachers with just enough knowledge to understand the 

muscles involved in belt singing. Teachers who want to gain more knowledge in the subject 

are advised to consult many of the reference books available.  

The third and fourth sections form the major part of this guide. They have been 

designed with the understanding that, in order for teachers to teach effectively, they need to 

both understand and master each of the vocal tasks created in the third section before using 

this knowledge to impart the skills in the fourth section. If the third section is not properly 

mastered, the vocal exercises in the fourth section can be challenging. Hence, it is advised 

that teachers should move to the fourth section only after the concepts in the third section 

have been properly mastered. In addition, I have developed the teaching exercises based on 
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the Mixed Focus of Attention Principle (see Glossary of Terms), which lies in the domain 

of motor learning theory. 

Considering that belting is a high-intensity singing style, I have discovered that both 

physical and vocal warm-ups are important before starting any belting lessons. Similarly, 

cooling down after the belt sessions should never be overlooked. The fifth part of this guide 

deals with this important element in promoting healthy belting singing habits. 

Many pedagogical books discuss the idea of breathing as an important element in 

singing. However, I have deliberately decided to exclude the topic of breathing in this guide. 

The reason behind this is that studies have concluded that belting requires very low levels of 

breathing. The use of too much air in belting could result in negative effects on the voice. I 

have included this discussion in part six. 

With the aim of emphasizing the differences between the technical skills required in 

belting and those required in classical singing, I have included a table comparing the two in 

Appendix 3 of this guide. My aim is to assist teachers with a quick reference, particularly 

during those times when developing new skills. 

Notwithstanding the fact that there is still a dearth of pedagogical tools for belting, I 

advise teachers making use of this guide to look at it as a supplementary teaching tool as 

opposed to a complete reference for teaching belting. The exercises in this guide should not 

be taken as the ultimate best practice which should never be altered when teaching belting. 

Looking at this guide in that way will negate the fact that teachers teach in different 

circumstances and people's voices are different.  
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Hence, teachers using this guide should feel confident in adding other fact-based 

principles and using them in a creative manner. Both scientifically voice production facts 

and creativity are required in vocal teaching. For those teachers who can, I advise that they 

attend belting seminars and workshops so that they can get a deeper understanding of belt 

voice production and also boost their skills. I say this because I do not think that anyone can 

learn a broad subject such as belting merely from reading books alone. 
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PART 1 

AN OVERVIEW OF BELTING 

Generally, belting is seen as an American vocal technique. It also happens to be one 

of the most sought-after vocal techniques by singers, particularly non-classical singers. The 

first recording of the word belt, used as a verb, was in the 1830s. At this time, it was an 

American slang word which meant to hit hard (Ammer, 2013; Historical Dictionary of 

American Slang, n.d.). Before this, in the 1920s, the term was used to label singing which 

was female-like in nature. It took root in early musical comedy. During this era, a more 

vigorous, if less refined vocal sound and speech-like vocal production which had the ability 

to connect audiences was required (Wolfgang, 2015; Earnest, 2018).  

Today, the term belting has generally become a label of sound quality employed by 

the Western-style of Contemporary Commercial Music (CCM) pedagogues and singers who 

want to define a speech-like, loud, and highly emotion vocal output. Nonetheless, Asian 

CCM singing styles also have a comparable voice quality. For instance, the phrase soring to 

the high notes (biāo gāo yīn 飙高音) which is used among CCM singers from China, Hong 

Kong, Taiwan, and Malaysia, has similarities to this kind of vocal production. Both belting 

and biāo gāo yīn have a comparable sound quality which tends to be energetic, loud, and 

speech-like in nature.  

On the other hand, other music genres also use speech-like vocal quality. Such genres 

include the likes of Indonesia’s Kecak, Malaysia’s Dikir Barat, the Islamic Nasheeds, Cante 

Jondo, the folk music of Andalusia, Persia’s Avaz, and the Portuguese Fado. For many years, 

people of all ages, across different cultures, have sung their popular and folk music using 
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the belting technique (Thurman & Feit, 2000; Wells & Hansen, 2006). This is an observation 

also shared by Estill (1988) who notes that the belt sound has been heard in ethnic music in 

different parts of the world, whether one goes to the eastern countries or those in Europe. 

The same author also explains that the same vocal production is heard when children are 

involved in their daily activities in the playground.  Similarly, as Estill notes, it is used by 

hucksters in public spaces, such as food markets, by those who earn a living trading stock in 

stock market exchanges, and by babies before they are socialised or quietened. 

What can be noted from the discussion in the above paragraphs is that it can be 

challenging to come up with a universal meaning of what belting means in reality. This is 

the reason why vocal singers and pedagogues tend to differ widely when defining the term 

belting sound. A similar sound quality can be found in different kinds of vocal music, and 

in diverse ethnic groups living across various countries who use different terms to refer to 

it. Hence, there is no global belting sound which can be used to express all ranges of human 

emotion effectively (Popeil, 2007). Scholars like Leborgne and Rosenberg (2014) charge 

that the terminology employed in defining the production and nature of the belt voice has 

attracted the same controversy which is attracted by the style itself.  

The demand for learning the belting technique continues to grow. This can be linked 

to the growth in the number of talent shows and the commercial music industry. This guide 

covers the belt voice types which are usually witnessed and mentioned in both Asian and 

Western CCM industries, including the belt-mix and yell-like belt. The objective of this 

teaching guide is to help teachers of classical singing to gain the basic skills needed in the 

teaching of belting techniques. This should help vocal teachers to get more tools as they 

equip and guide students to gain vocal technical skills. With this, such students will be more 
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expressive and have the ability to be vocally flexible in order to live up to the requirements 

of the prevailing music markets, while also using these vocal effects in a manner which is 

healthier. 
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CHAPTER 1 

DEFINITIONS AND CHARACTERISTICS OF BELTING 

An attempt to define the term belting can be challenging because it may mean 

different things to different people. Notwithstanding the different approaches towards the 

definition of the concept, a number of scholars seem to agree on certain characteristics of 

the concept (Estill, 1988; Miles & Hollien, 1990; Thurman & Feit, 2000; McCoy, 2004; 

Wells & Hansen, 2006; Edwin, 2007; White, 2011; Bozeman, 2013; Echternach, Popeil, 

Traser, Wienhausen & Richter, 2014; Bourne & Kenny, 2015; Hallqvist, Lã & Sundberg, 

2016; Hoch, 2016; McGlashan, Thuesen & Sadolin, 2016; Roll, 2016; Caffier, Nasr, Ropero 

Rendon, Wienhausen, Forbes, Seidner & Nawka, 2017). Those characteristics are: 

 Powerful and loud 

 Usually produced in CCM repertoire 

 Optional nasality  

 Optional twangy sound  

 Optional vibrato  

 The laryngeal position is high while the vocal tract is short 

 The closed quotient is longer 

 Lower flow of air  

 Body posture is energised with the head, neck and torso in a stabilised position 

 Lips are spread  

 Lifted velum  
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 On all vowels, the tongue posture is higher and forwarded; especially in tongue 

back vowels 

 Vestibular folds are non-constricted 

  Slight pointing up of the chin  

 In both genders, belting uses a speech-like quality, thyroarytenoid-dominant 

production (TDP) or mode 1 vocal register 

  



11 
 

PART 2 

CHAPTER 1 

CONCISE GUIDE TO THE LARYNX AND ARTICULATORS 

Laryngeal Cartilages 

The larynx consists of a number of cartilages which are connected together by 

membranes, ligaments, and muscles. The framework of the larynx is formed by three large, 

distinct cartilages and three pairs of smaller cartilages. The thyroid, cricoid, and epiglottis 

form the group of unpaired cartilages. Then the corniculate, arytenoids, and cuneiform form 

the group of paired cartilages (Figure 1). According to Behrman (2018), with regard to voice 

production, the cuneiform cartilages do not have an important role to play. The larynx 

spreads out from where the tongue starts all the way to the top of the trachea inside the neck 

or is located at the level of cervical C4-C6 vertebrae (Figure 2). However, the hyoid bone 

overlying the C3 vertebra does not form part of the larynx. Its role is to suspend the larynx 

and provide it with the attachments that help it when it moves. According to LeBorgne and 

Rosenberg (2014), when the muscles pull or push this bone, the whole laryngeal mechanism 

is either elevated or depressed. The thyroid cartilage sits on top of the cervical C4-C5 

intervertebral disc space while the cricoid ring is located on the C6 vertebra (Hamid, 

Puvanesarajah & An, 2017). 
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Figure 1: Sagittal view of the larynx. In the larynx, the thyroid cartilage forms the 
biggest laryngeal cartilage. It is located above the cricoid cartilage and constitutes the front 
part of the larynx. The cricoid cartilage is located under the thyroid and is connected to the 
trachea's upper border. The two arytenoid cartilages are located above the cricoid cartilage, 
at the back of the larynx. In the process of swallowing, the glottis is covered by the epiglottis 
cartilage which tends to bend backwards (Source: https://www.drawittoknowit.com/course/ 
gross-anatomy/glossary/gross-anatomic-microscopic-structure/larynx) 

 

 

Figure 2: Position of the adult larynx, lying against region C4-C6 cervical vertebrae 
(Source:https://medweb1.umaryland.edu/puche/Interactive%20Dissector/Dissector%20SG-    
FACE_IN FRATEMPORAL%20-%20Frame%20Left%20Content.htm) 
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Laryngeal Muscles of the Larynx  

Generally, the larynx’s muscles can be divided into two categories: the intrinsic 

laryngeal muscles (ILM) (as depicted in Figure 3) and the extrinsic laryngeal muscles (ELM) 

(as depicted in Figure 4). The ILM depicts those muscles that attach inside the larynx while 

the ELM denotes those that attach outside it. 

 

Figure 3: A representation of the intrinsic laryngeal muscles whose role is to activate 
the positions of the vocal folds (Source: https://www.pediagenosis.com/2018/10/intrinsic-
muscles-of-larynx-anatomy.html) 
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Figure 4: An inner view of the extrinsic laryngeal muscles which are responsible for 
the movement of the larynx (Source: https://www.ohniww.org/vocal-fatigue/)  

 

Intrinsic Laryngeal Muscles  

The ILM plays a number of roles, such as opening and closing the vocal folds during 

respiration. It also narrows the laryngeal inlet when someone is swallowing and plays the 

role of regulating the movement of the vocal fold by changing the tension and mass of the 

vocal folds during phonation. With regard to vocalization, the ILM plays the role of 

administrating the production of sound through moving the laryngeal cartilages in relation 

to each other. This results in changes in the pitches and quality of sound in the larynx. 

According to Dayme (2009) and McCoy (2016), the ILM provides a connection between the 

different cartilages and the synchronisation provided by the ILM leads to five kinds of 

movement of the vocal folds: closing, opening, thickening, making longer, and shortening. 

All these have an impact on the pitch that gets produced. However, an explanation that is 

clearer is provided by Hacking & Spencer (n.d.) who separate the ILM into two groups: 

muscles responsible for the movement of the vocal folds (Table 1) and the muscles which 

change the size or the shape of the laryngeal inlet (Table 1.1.).  
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Table 1: Muscles responsible for the movement of the vocal folds. 

 

Table 1.1: Muscles which change the laryngeal inlet. 

 

 

Extrinsic Laryngeal Muscles  

ELM can be further divided into two types: infrahyoid muscles or muscles located 

under the hyoid bone and suprahyoid muscles or the muscles located above the hyoid bone 

(Figure 5). ELM provides the connection to the larynx, plays the role of  adjusting the overall 

of the position of the larynx inside the neck, and also assists in ensuring that the laryngeal 

position remains stable at all times; especially to enable the ILM to apply their forces 

(Behrman, 2018). The suprahyoid muscles (digastric anterior, geniohyoid, mylohyoid, and 

stylohyoid) are perceived as the muscles responsible for the elevation of the larynx and hyoid 

bone. Other elevators of the larynx are the stylopharyngeus, salpingopharyngeus, 

palatopharyngeus, and thyrohyoid muscles. Infrahyoid muscles are perceived as muscles 

responsible for depressing the larynx and hyoid bone. Included in this group of muscles are 
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the likes of sternohyoid, sternothyroid, thyrohyoid, and omohyoid muscles. Table 1.2 can be 

seen the subdivisions of the ELM together with how they affect the laryngeal movements. 

 

Figure 5: Illustrates and an inside view of the ELM. It also shows a schematic sagittal 
view of the directions of how the muscles pull (Source: https://clinicalgate.com/management 
- of-the-patient-with-laryngitis-2/) 

 

Table 1.2: Extrinsic laryngeal muscles. 
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Laryngeal Folds Structure: True Vocal Folds  

True vocal folds present in the form of a pair of tissue layers are located in the larynx. 

They hang between the thyroid cartilage anteriorly and the arytenoid cartilages posteriorly 

(Figure 6). The root of the vocal folds is in the thyroid notch’s inner surface and are 

connected to the arytenoid cartilages posteriorly. They comprise two V-shaped or wedge-

shaped bundles of muscles that have ligament edges. The mucous membrane covers the 

entire area of the vocal folds all the time (Doscher, 1994; McCoy, 2004;). When the vocal 

folds create a sound as they vibrate, phonation is created. The vocal folds comprise of various 

layers which include epithelium, basement membrane zone, superficial layer of the lamina 

propria, intermediate layer of the lamina propria, deep layer of the lamina propria, and 

thyroarytenoid muscle or the vocalis muscle (Thurman, Welch, Theimer, Feit & Grefsheim, 

2000; McCoy, 2004; Sataloff, 2005; Gates, Forrest & Obert, 2013). These layers of tissue 

can be put into three categories – the cover, the transition layer and the body (Figure 7). The 

first is the cover which consists of the epithelium, basement membrane zone, and a 

superficial layer of the lamina propria. The transition is the layer that follows. It comprises 

the lamina intermediate and deep layers. The body consists of the thyroarytenoid which is 

sometimes referred to as the vocalis muscle (Thurman et al., 2000; McCoy, 2004). 
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Figure 6: An illustration of the two vocal folds which are connected, behind the notch, 
to the thyroid cartilage (Source: http://resizeandsave.online/dappy-February_6_10.html) 

 

 

 

Figure 7: The vocal fold’s layered structure. Each of the vocal folds has a different 
biochemical character, cellular structure, histology, and permits for an exclusive matrix that 
is important for voice production among humans (LeBorgne & Rosenberg, 2014, p. 57) 
(Source: http://www.upaaragon.co/three-tissue-layers/) 
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Vestibular Folds  

Vestibular folds are also referred as ventricular folds or false vocal folds. Vestibular 

folds are located above the true vocal folds (Figure 8). Their primary job is to take the role 

of a valve which safeguards the air passages when a person is choking or swallowing. They 

tightly squeeze together with the aim of protecting the airway (Michael 2011; Jahn, 2017). 

Vestibular folds should never be mistaken for muscles and they do not play a part in normal 

formation because they do not have the capacity to vibrate. Nonetheless, to attain a particular 

kind of voice effect when speaking or singing, vocal performers are able to acquire the skill 

of regulating and producing the sound effects they want through approximating the 

vestibular folds. However, Michael (2011) notes that this is a process that is both 

uncomfortable and tiring.  

 

 

 

 

 

 

 

Figure 8: A representation of the vestibular folds and their position at the top of the true 
vocal folds, which play the role of protecting the larynx during deglutition (Source: 
https://ddxof.com/dysphonia-hoarseness/) 
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CHAPTER 2 

ARTICULATORS 

Tongue Muscles  

The human tongue is an extremely movable organ which is formed by muscles. 

Biologically, the tongue has an important role in testing and digestion, positioning of food, 

sucking, and swallowing. With regard to vocal production, such as singing and speaking, the 

tongue plays the active role in shaping vowel and consonant sounds. The important role 

played by the tongue is what leads to scholars such as Fracht and Robinson (1960, p. 100) 

to charge that the tongue plays the most important role that any other organ when it comes 

to the distinctiveness of speech.  

The front part of the tongue can be divided into three primary parts: the tip, blade, 

and dorsum (Figure 9). These three parts are perceived to form what can be referred to as 

the body of the tongue. They take up two-thirds of the oral cavity. The next part of the tongue 

takes up the other one-third of the oral cavity and is located in what is known as the 

oropharynx (Figure 10). The anterior part of the tongue is defined by Leborgne and 

Rosenberg (2014) as that part of the tongue which is visible inside the oral cavity. On the 

other hand, because it sits at the back of the larynx, the posterior portion tongue is not 

normally noticeable. 
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Figure 9: Lateral presentation of the three inner regions of the tongue (Source: 
http://www.asel.udel.edu/speech/tutorials/production/struct.htm) 

 

 

Figure 10: Lateral view of the three segments of the human pharynx: nasopharynx, 
oropharynx, and laryngopharynx (Source: https://teachmeanatomy.info/neck/viscera/pharyn 
x/) 

 

The muscles of the tongue are divided into two categories: intrinsic and extrinsic. 

The intrinsic muscles are located inside the tongue while the extrinsic muscles are located 

on the other structures around it. The intrinsic muscles are more active and responsible for 
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the fine motor movements. On the other hand, the extrinsic muscles are responsible for the 

bulkier movements of the tongue in the vocal chamber. They are mainly responsible for the 

large movements including the forward, downward, upward, and backward movement of the 

tongue (Malde, Allen & Zeller, 2013, Steinhauer, Klimek & Estill, 2017).  

The four intrinsic muscles which are in pairs include the superior longitudinal, 

inferior longitudinal, vertical lingual, and transverse (Figure 11). On the other hand, the four 

extrinsic muscles that also come in pairs include the genioglossus, palatoglossus, 

styloglossus, and hyoglossus (Figure 12). Table 1.3 provides a summary of the extrinsic and 

intrinsic muscles of the tongue.  

 

Figure 11: Lateral view of the tongue's intrinsic muscles (Source: https://www.dentalcar 
e.com/en-us/professional-education/ce-courses/ce507/orofacial-anatomy) 
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Figure 12: Lateral view of the tongue's extrinsic muscles. (Source: https://teachmeanato 
my.info/head/muscles/tongue/) 

 

Table 1.3: Intrinsic and extrinsic tongue muscles and the actions of the muscles 

 

 * Intrinsic Tongue Muscles 
 + Extrinsic Tongue Muscles 
 

Velum 

Velum, also referred to as the soft palate, denotes the posterior section of the palate 

which is to be found at the back of the oral cavity. It is separated into two parts: the hard 

palate consists of the first two-thirds of the palate and is characterised by the bony structure. 

The hard palate does not move. The velum which extends from the hard palate consists of 
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one-third of the palate (Figure 13). In the velum, muscle fibres are to be found. Because its 

structure is not bony, the velum is much more flexible. 

 

Figure 13: Representation of the soft and hard palates. The image indicates that the hard 
part is found in the oral cavity’s root and connects to the velum posteriorly (Source: 
https://www.ling.upenn.edu/courses/Fall_2013/ling520/LectureNotes2.html) 

 

The basic role of the velum is to be a valve which opens and closes the 

velopharyngeal port (VPC). It plays the part of a door which swings between the nasal and 

oral cavities. According to Perry (2011), the velum, lateral pharyngeal walls, and posterior 

pharyngeal wall create a seal that is tight between the pharyngeal walls and the velum to 

keep the nasal and oral cavities separated. This is a function that becomes important during 

the process of swallowing so that as food makes its way down the oesophagus does not leak 

into the nasal passage.  

Velum has another important function: shutting the nasal cavity when a person is 

speaking and singing so that the nasal sounds do not interfere with the process. To 

circumvent the production of nasal sound, there is a need that the VPC is totally closed. The 

velum is kept in a position that is raised. Through closing off the nasal cavity by raising the 
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velum, singers and speakers close the nasal cavity so that all the sound energy makes its way 

through the oral cavity. This is how clear and understandable voice production is achieved. 

However, in the event that full nasal sound qualities are desired, such as attempting to sing 

and pronounce the /m/ (such as in the word ma 马 or makan), /n/ (for instance in the word 

yin 音 or nasi), /ŋ/ (with an example being the word ying 英 or piring), and /ɲ/ (like the 

Malay word nyanyi) nasal group consonants, the velum has to be lowered. Lowering the 

velum leads to the VPC opening, and in the process permitting the airstream to find an escape 

valve through the nose. Added to this, the velum can be placed in a position that is centralised 

where the position of the VPC is halfway open. This leads to a nasalised or hypernasal 

production of sound; particularly in nasal vowel sounds in French such as/ã/ (like the word 

un), /õ/ (like the word bon), /ɛ/̃ (like the word vin) and /œ̃/ (like the word blanc). This halfway 

position permits the air to make its way through the nose and also the mouth. Figure 14, 

below, illustrates the various velum position. 

 

Figure 14: Representation of the three different velum positions: lowered, central, and 
elevated. Air can escape in either of these three ways  
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Jaw 

Jaw is the part of the body that holds the teeth. It is comprised of the upper jaw, 

sometimes referred to as the maxilla, and the lower jaw, which is sometimes called the 

mandible (Figure 15). The maxilla consists of the hard palate, or the top of the oral cavity, 

the floor of the nose, and the upper teeth. The mandible is formed by a single U-shaped bone 

structure. In the facial skeleton, the mandible is the biggest bone and is the only one that is 

movable. Its posterior part is taller than its anterior part. It is the part that holds the lower 

teeth and provides a resting position for the mandible. The main function of the jaw is 

chewing and masticating. The production of speech is generally seen as a secondary function 

of the jaw.  

In mastication, which includes grinding, chewing, and snapping, there are three main 

muscles involved: the temporalis, masseter, and pterygoid (lateral and medial) (Figure 16). 

These are also the main muscles which shut the jaw. Apart from raising the jaw when it 

closes, the pterygoid muscles are also involved in the protrusion of the lower jaw.  

The main muscles that depress or open the jaw are the anterior digastric, geniohyoid, 

and mylohyoid. These muscles are found underneath the jaw (Figure 17). 
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Figure 15: The Maxilla (upper jaw) and Mandible (lower jaw). The mandible is dropped 
slightly when at rest. However, its position can be altered to create various vocal tones. 
(Source: https://hopetheanchorformysoul.wordpress.com/2016/05/22/mandibular-maxillary 
tumors/) 

 

 

Figure 16: The temporalis, masseter, and pterygoid muscles. These are the muscles that 
close and elevate the jaw. The temporalis is also responsible for the jaw’s snapping action 
(Dimon, 2018). The side to side movement of the jaw is made possible by the lateral and 
medial pterygoid muscles. Even though these muscles are associated with mastication, the 
tensions of these muscles can also lead to laryngeal tensions. For healthy voice production, 
singers, including belters, must aim for jaw freedom. When the jaw is tight, it means that the 
throat is also tight (Vennard, 1968). (Source: https://www.getbodysmart.com/mastication-
muscles/medial-pterygoid-muscle) 
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Figure 17: The digastric, mylohyoid, and geniohyoid muscles. These are all suprahyoid 
muscles. They can be found above the hyoid bone and constitute the mouth’s floor. Two 
bellies form the digastric: anterior and posterior. The geniohyoid and mylohyoid are also 
called the “diaphragm of the jaw” (Dimon, 2018). (Source: https://teachmeanatomy.info/nec 
k/muscles/suprahyoid-muscles/) 

 

Lips 

The orbicularis oris muscle plays the role of protecting the lips. This muscle, which 

surrounds the mouth, manages the function and movement of the lips. Lips can be rounded, 

depressed, elevated, pulled aside, or spread using the muscles around the mouth. It is the 

orbicularis oris muscle that makes it possible for people to whistle or kiss. Rounding the lips 

could result in the lengthening of the vocal tract. According to Steinhauer, Klimek and Estill 

(2017), when the lips protrude, the vocal tone becomes slightly darker.  

There are two other classes of muscles impacting what happens to the lips: the 

zygomaticus major and minor as well as the risorius muscles. These muscles have the 

responsibility of making it possible for the lips to spread. When the lips are pulled back and 
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aside, the vocal tract is shortened. This decrease in the length of the vocal tract results in a 

slightly brighter tone (Op. cit).  

The mentalis and the depressor anguli oris are the muscles responsible for the 

lowering of the lips while the levator labii superioris and the zygomaticus muscles are 

responsible for the upward movement. Considering that a brighter voice is required in 

belting, belters may prefer to spread their lips. 

The figure below represents the front view of the muscles involved in the movement 

of the lips. 

 

Figure 18: The main lips involved in the phonation. (Source:    
www.anatomysciences.com/facial-muscle-anatomy/facial-muscle-anatomy-facial-muscles-
anatomy-anatomy muscles-of-facial-expression/)  
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PART 3 

CHAPTER 1 

BELTING PEDAGOGICAL TOOLS 

 
Retracting or De-Constricting Vestibular Folds 

Belting is viewed as a kind of vocal production that needs extremely high vocal effort 

and a lot of body energy. This is a view supported by Estill (1988) who says that the vocal 

and body effort required in belting is more than that required in classical singing. Kayes 

(2000), a voice researcher, also indicates that belting is the highest energy type of voice 

quality which a singer can create. Generally, a healthy voice is linked to de-constricted 

vestibular folds, including the production of the healthy belt sound. 

For vocal performers, especially those who have to perform in contexts that are 

highly demanding or belters performing in situations where extreme vocal tasks need to be 

delivered, deficiency in de-constricting the vestibular folds could result in pressed, tight, and 

constrained vocal production, which could lead to vocal damage. A de-constricted vestibular 

folds condition in voice phonation may promote voice longevity, allows true vocal folds to 

vibrate freely and extends vocal range (Steinhauer, Kimberly & Estill, 2008; Michael, 2011).  

Engaging and De-Constricting the Vestibular Folds  

When instructing learners on new skills, negative practice can be an effective 

method. With the aim of guiding singers as they overcome vocal fault by doing it incorrectly 

in a deliberate manner, the author chose the following vocal exercise. This is then followed 
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by learning of a correct new skill so that there could be clarity with regard to where the 

difference lies. 

Exercise 1: A Grand Piano for Me 

Step 1. Say “a grand piano for me” in the situations that follow:  

 Step 1.1. Happily surprised (after receiving a birthday present)   

 Step 1.2. Pushing the grand piano (attempting to push a very heavy piano to a 

 different location) 

Step 2. As you repeat the exercise, feel the different throat space as you say, “a grand piano 

for me” in the context of being happily surprised and then while pushing a heavy piano to a 

different location. 

Step 3. Singers may have the feeling that the speaking voice is forced, tight, pushed or 

pressed while saying the sentence with a grand piano pushing voice. The voice could be 

using vestibular folds.  

Step 4. In a different way, singers could feel that the voice has more clarity, is more efficient 

or even has an open throat sensation while speaking the words “a grand piano for me” in a 

happy and surprised way. The voice that is happily surprised is linked to vestibular folds that 

are retracted. Citardi et al. (1996) and Madill et al. (2010) report that retracting vestibular 

folds has been recognized as a way of improving voice quality. A laughing manoeuvre or 

the application of an internal laugh can be the way through which vestibular folds can be de-

constricted.  
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Exercise 2: Singing with Vestibular Folds Retraction 

Step 1. To de-constrict the vestibular folds, think of a happily surprised moment. While 

silent, maintain the internal laughing posture while feeling the wide space in the larynx.  

Step 2. By maintaining the internal laughing position, say “a grand piano for me”.  

Step 3. After attempting to say the sentences a few times with the vestibular folds in a 

retracted position, sing the exercise that follows with a retracted vestibular folds position: 

 

 

Step 4. Move a semitone higher each time until you reach a comfortable vocal range. There 

might be a need for singers to keep the silent laugh sensation harder or keep the de-

constricted sensation more when reaching higher notes. 
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CHAPTER 2 

High Larynx Posture 

In belting, the larynx position is raised. Comparisons of the larynx position in belt 

and classical position are made by Schutte & Miller (1993), Edwin (1998a, 1998b), and Nair 

(2007). They all arrive at the conclusion that belting involves a larynx position which is high 

while a lower larynx position is preferred in classical singing. Based on the fact that the 

larynx posture characteristically varies from classical vocal technique, teachers who were 

classically trained could find the following guiding tools useful for preparing students for 

the suitable larynx position for belting.  

Finding Strategies, Moving Up, and Singing with a High Larynx Posture  

Strategy 1: Making a Siren-Like Sound 

Step 1. Place the index finger on the chin and slide it downwards until the thyroid cartilage 

is located. Singers could feel a raised bump in the mid-neck region.  

Step 2. Gently breathe in, making sure that the tongue is relaxed and the jaw is dropping. 

Over the thyroid cartilage, place four flat fingers, while silently monitoring the position of 

the larynx. Feel the larynx to determine whether it sits in the index, middle or ring finger.  

Step 3. Swallow like one who is drinking a liquid, while allowing the larynx to move up, 

and then check which finger the larynx is in contact while it is elevated. Also feel where the 

larynx falls when it returns to its neutral position, determining whether it sits behind the 

index, middle or ring finger.  
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Step 4. Repeat Step 2. However, this time locate the tongue in a /ŋ/ as in "sing". Produce a 

gentle ascending and descending siren-like sound (like the one made by emergency vehicles) 

across the vocal range. Feel how the larynx travels up and down in different positions. Do 

this as silently as possible with as little airflow as possible. 

Step 5. After performing the siren-like sound with the /ŋ/ tongue posture across the vocal 

range a number of times, singers could perform the siren up again. This time, maintain the 

highest note and keep that high larynx singing position and attain the sensation of making 

the /ŋ/ with the high larynx position. 

Strategy 2: Siren Up and Down with the Pitch 

Step 1. Over the larynx, place four fingers and move the tongue forward in a high /ŋ/ position, 

like in “sing”.  

Step 2. Gently, perform the siren sound up and down as is indicated in the exercise below. 

Feel how the larynx moves up and down. 

 

 

Step 3. Using the same exercise pattern, move a semitone higher each time. This exercise 

should be performed in a comfortable vocal range. The aim of this exercise is to move the 

larynx without constricting the vocal folds. 
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Strategy 3: Singing Vowels with an Elevated Larynx Posture 

Step 1. Over the larynx, place four fingers and move the tongue forward in a high /ŋ/ position.  

Step 2. Start the bottom note with the /ŋ/ sound and then move the sound an octave higher. 

In different vowels, sing the top notes. While performing the exercise, use four flat fingers 

to monitor the larynx postures. One may feel the larynx is elevated while singing the top 

notes. If required, add the /j/ sound. The singing exercise looks like the illustration below:  

 

 

Step 3. Gently perform the exercise and when the top notes are reached, de-constrict the 

vestibular folds. Perform the exercise until you reach a high comfortable range. 

Strategy 4: Speak Like a School-Aged Kid 

Step 1. Over the larynx, place four fingers and feel the larynx in its neutral or middle position 

and say, “Hi, my name is Tini”, in the Malay language “Hi, nama saya Tini” or “ni hao, wo 

shi Tini” in Mandarin, with a normal speaking voice. 

Step 2. Now pretend you are a school-aged child and say, “Hi, nama saya Tini” / “ni hao, wo 

shi Tini”. You may feel the larynx is elevated. 
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CHAPTER 3 

High Tongue Posture 

Belting technique is associated with a high laryngeal and bright vocal production. A 

brighter voice quality comes from a higher tongue position. This is the reason why a 

forwarded tongue posture is one of the leading features of the belt sound. This view is 

supported by Titze (2007) who says that belters have a tendency to thrust the tongue forward 

and spread their lips with the aim of creating a brighter sound. Miles and Hollien (1990), 

Balog (2005), and Bourne and Garnier (2010) also explain that when compared to classical 

singing, belt production needs a tongue, which is higher, forwarded, and more relaxed. For 

belters, vowels like /e/ and /i/ could be useful.  

Strategies for Finding a High and Forwarded Tongue Posture 

Strategy 1: Moving the Tongue with a Speaking Voice 

Step 1. Start with a neutral and relaxed tongue and jaw position. To find the neutral position, 

singers can use the schwa /ə /sound (such as in “emak” /əˈmak/ or “again” /ə 'gɛn/). While 

making the schwa /ə/ sound, the tongue needs to be relaxed.  

Step 2. Make the sounds /ə/ – /i/ – /ə/ – /i/ – /ə/ – /i/ a number of times. Feel the changes in 

the tongue movement while moving from a neutral /ə / to a forwarded /i/ position. The jaw 

should be at rest; the tip of the tongue should be in contact with the back of the bottom teeth 

while saying the vowel sounds. At this point, the tongue’s dorsum is highly lifted with the 

/i/ vowel.  

Step 3. Repeat Step 2. This time, change /ə / to /a/. Say /a/ – /i/ – /a/ – /i/ – /a/ – /i/ a number 

of times.  
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Step 4. Repeat Step 3. However, this time maintain the vowel /i/. While saying the /i/ vowel, 

raise the tongue dorsum. If required, singers may add the /j/ sound to /ji/. The example below 

indicates how the sound should be carried out.  

 

 

Strategy 2: Moving the Tongue with Pitch Exercise  

Step 1. Say the /i/ – /o/ – /i/ – /o/ – /i/ – /o/ a number of times. Between the front and back 

vowels, shift the tongue front and back. The jaw must be maintained at rest while the 

tongue’s tip should be in contact with the back of the bottom teeth while saying the vowel 

sounds. The tongue’s dorsum should be extremely lifted when saying the vowel /i/. The 

sound /ji/ can be used to replace the /i/ sound.  

Step 2. Repeat Step 1. This time around, use the 1-2-3-4-5-4-3-2-1 pattern to sing the 

exercise with a pitch. Each time, move a semitone higher and perform the exercise to a range 

that is comfortably high. The exercise is illustrated below. 
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Singing with High Larynx and High Tongue Postures 

Once singers have familiarised themselves with the high larynx and high tongue 

positions separately, these two technical skills can be combined. This is a combination that 

could create an awareness in singers when performing the belting sound.  

Step 1. Using high tongue and high larynx positions, say the word “yeah”. Singers could 

think of the happy yelling “yeah”.  

Step 2. Sing the exercise below with similar vocal settings. Singers could keep increasing 

the pitch a semitone higher until they get to the most comfortable note. Perform the exercise 

with a joyful sensation and de-constrict the vestibular folds throughout the performance. 
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CHAPTER 4 

Velum Postures 

When vocal performers make their desired vocal productions, they have choices. If 

they need to produce a nasal tone, performers may have the preference to open the 

passageway to the nasal cavity by dropping the velum. For those who want to produce a non-

nasal sound production, performers could shut the nasal cavity through elevating the velum.  

Generally, there are three velum postures involved in speech production: lowered, 

central, and elevated (as shown in Figure 19, 20, and 21). The velum is at a low position 

when creating consonants like /m/, /n/, and /ŋ/. A central position is an indication that the 

velum is raised from the back of the tongue, but has not totally shut the nasal port. The 

central position is usually used to produce French vowels like in, an, un, on, and en. A lifted 

velum highly seals the nasal port. In this position, sound escapes through the mouth 

producing non-nasalised vowels and consonants.  

 

Figure 19: The open nasal passageway when the velum is in a lowered posture. The 
tongue and the velum are in contact (Source: http://polfon.upol.cz/?sound=6101) 
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Figure 20: The velum in central position. In this position, the passageway is half open. 
The sound energy may move through the nasal and oral passageways and in the process 
produce a nasal vocal production. Source: http://www.cottontownchorus.co.uk/soft-palate/ 

 

 

Figure 21: The elevated velum. In this position, the nasal passageway is sealed in a high 
velum position. The sound energy passes through the mouth. This produces an oral tone or 
non-nasalised vocal production (Source: http://www.cottontownchorus.co.uk/soft-palate/) 
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Strategies for Finding the Velum Postures 

Strategy 1: Lowered Velum Posture  

Step 1. Say the word: 

 “sing” in English language or,  

  “walking” in Mandarin: “xing” (行) or, 

 “plate” in the Malay language: “piring” 

Step 2. Maintain the /ŋ/ sound while pressing the nose gently. This will stop the sound. 

Step 3. Pinch the nostrils and say the following sentence:  

 “during singing talking” in English language or, 

 “Walk around, take a break, and look at the lantern” which in Mandarin is, “Xing 

Ting Ting Xing Kan Deng Ming” (行停停行看灯明) or, 

 “Cats are always noisy” that in the Malay language is, “Kucing sering bising” 

Feel the “stops” of the “n”, “m” and “ng” sounds.  

Strategy 2: Central Velum Posture  

Step 1. Produce the sound /i/.  

Step 2. Sustain the /i/ sound while permitting air to escape via the nose and the mouth.  

Step 3. With a central velum position, say the vowels /a/, /e/, /i/, /o/, /u/.  
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Step 4. Say this sentence:  

 “Happy Birthday to You!” or,  

 “Teacher Li is the best history teacher”, which in Mandarin is, “Li Lao Shi Shi Zui 

Hao De Li Shi Lao Shi”, (李老师是最好的历史老师) or, 

 “If sister Aishah is going to Africa, please suggest her to bring a big bag with her”, 

which in Malay is “Jika kakak Aishah pergi Afrika, suruh dia bawa beg besar” with 

a central velum posture 

Strategy 3: Elevated Velum Posture  

Step 1. Gently pinch the nose and make an /i/ sound. 

Step 2. Sustain the /i/ sound. Feel the sound as it comes out through the mouth. 

Step 3. Say the vowels /a/, /e/, /i/, /o/, /u/ with the velum position high. 

Step 4. Say this sentence: 

 “Happy Birthday to You!” or,  

 “Teacher Li is the best history teacher”, which in Mandarin is, “Li Lao Shi Shi Zui 

Hao De Li Shi Lao Shi”, (李老师是最好的历史老师) or, 

 “If sister Aishah is going to Africa, please suggest her to bring a big bag with her”, 

which in Malay is “Jika kakak Aishah pergi Afrika, suruh dia bawa beg besar” with 

a central velum posture  



43 
 

CHAPTER 5 

Jaw 

An ideal jaw posture is one that is generally loose so that it opens freely and makes 

the required sound without constricting the larynx and tongue. When the jaw is relaxed, it 

should hang comfortably from the temporomandibular joints (Figure 22). A relaxed jaw is 

often required in healthy voice production. However, one of the common vocal challenges 

met by users is jaw tension. Jaw tension could refer to jaw locking, a jutting-jaw posture, 

and a position that is overly dropped. Based on the reality that the jaw, tongue, and larynx 

are interconnected, no matter which kind of jaw tension happens, the tension will eventually 

transfer to the larynx, tongue, and other related muscles (Miller, 1996; McCoy, 2010; 

LeFevre, 2017). This results in changing the vocal tract’s shape, and voice quality may be 

negatively affected. 

Generally, belting technique requires a movable and neutral jaw position. Locked 

jaw postures, jaw jutting, and three fingers open jaw methods are not helpful for singers, 

especially belters. A jutted jaw position makes it a challenge for singers to find a relaxed and 

neutral jaw position. Just as jaw tension is unacceptable in classical singing, it is also not 

acceptable in belting (Edwin, 1998b). 
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Figure 22: The Temporomandibular joints. These are the mandible’s two gliding hinge 
joints. They are found in front of each ear. They connect the jaw and the skull. (Source: 
https://www.cosmeticdentistsnewyorkcity.com/tmj-temporomandibular-joint/) 

 

Strategies for Finding a Neutral and Relaxed Jaw Position  

Strategy 1 

Step 1. Either stand or sit in a comfortable position. Ensure the neck and head are properly 

aligned. 

Step 2. Swing the head backward in a gentle and slow manner.  

Step 3. Use the jaw to point to the ceiling and then allow the weight of the jaw to drop 

naturally without applying any force. Do this twice. The position of the jaw should be neutral 

and hanging.  

Step 4. Maintain the neutral jaw position and bring the head back to a balanced posture.  
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Strategy 2  

Step 1. Sit or stand in a comfortable position, ensuring that there is proper alignment between 

the head and the neck.  

Step 2. Place the little finger (pinky) on the side of the mouth, between the teeth.  

Step 3. There should be a gentle contact between the finger and upper, and lower teeth.  

Step 4. Say “dentale”. While moving the tongue’s tip. Feel how the tongue moves while 

producing the sounds “d”, “n”, “t”, and “l”.  

Step 5. Sing “dentale” within a comfortable range using the 1-3-5-3-1 pattern. The exercise 

looks like the illustration below.  

 

 

Strategy 3 

Step 1. Either stand or sit in a comfortable way, ensuring the head and neck are properly 

aligned.  

Step 2. With both hands on the back of the neck, move the thumbs forward and touch the 

jaw’s symphysis while keeping the other fingers at the back of the neck.  
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Step 3. While saying “te-la-da”, maintain the jaw in a relaxed position. Ensure the tip of the 

tongue is moving.  

Step 4. Within a comfortable singing range, sing “te-la-da” with the 8-8-8-7-7-7-6-6-6-5-5-

5-4-4-4-3-3-3-2-2-2-1-1-1 pattern as illustrated below: 
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CHAPTER 6 

Aryepiglottic Sphincter  

The aryepiglottic sphincter (AES), as illustrated in Figure 23, is an opening tube 

formed by the epiglottis, aryepiglottic folds, and arytenoids on top of the vocal folds (Figure 

24). In the process of swallowing, the AES contracts, which pulls the epiglottis down. This 

provides a cover to the glottis and ensures that liquids and food do not enter the trachea. 

According to Steinhauer, Klimek and Estill (2017), the pulling down of the epiglottis and 

back makes available the third level of protective closure above the true vocal folds and 

vestibular folds. Since the epiglottis is flexible, the AES shape changes easily (Steinhauer, 

Klimek & Estill, 2017).  

During quiet breathing, the position of the AES is in a wide-open position. In this 

state, voice production is generally relaxed, lazy and does not contain any edginess. When 

the AES is narrowed, the diameter of the epilaryngeal space becomes smaller because the 

space between the arytenoids and epiglottis also becomes smaller. Twang is a description of 

the point where the vocal tract gets narrow around the pharyngeal and epilaryngeal area 

(Titze, Worley & Story, 2011). The AES narrowed position or Twang results in voice 

production that is brassy, clear, strong, and bright. When the aryepiglottic sphincter is in a 

constricted position, an extra resonator is created between the vocal folds and the 

aryepiglottic rim. Since its length is small, measuring about 3cm, the resonator elevates the 

partials in the 3-kHz range (Yanagisawa, Kmucha & Estill, 1989). 
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Figure 23: The Aryepiglottic sphincter (AES). It is formed above the vocal folds 
(Source: https://sites.google.com/site/vocaltechniquetips/advanced-techniques/twang-pros-
and-cons) 

 
 

 

Figure 24: Aryepiglottic folds, epiglottis, and arytenoids form the aryepiglottic sphincter 
(AES). Source: http://www.wikiwand.com/en/Aryepiglottic_fold  
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When the AES contracts, it narrows the adjacent muscles of the epilaryngeal space 

and the epiglottis. This narrowing of the AES could result in a voice production that is loud, 

edgy, and twangy-like. Malde, Allen & Zeller (2013) add that a narrow AES movement leads 

to a voice production that is steelier and brighter. From their studies, Yanagisawa, Kmucha 

and Estill (1989) and Lombard and Steinhauer (2007) document a twangy like sound which 

results from the narrowing of the epilarynx, prompted by the constriction of the AES. This 

kind of production could either be an oral twang or nasal twang.  

Strategies for Finding the Twangy Sound  

Twangy sound can be established by imitating the sound produced by certain 

characters or animals. While exploring the twangy sound, instead of aiming for the loudness, 

rather aim for edginess or brightness. Ensure that the sound is as playful and happy as 

possible. While playing with the sound, add some fun elements into it. This will ensure that 

the vocal folds are not scratched.  

Prompt 1: Celebrities 

A number of well-known celebrities including Patrick Tse, Frances Yip, Jaclyn Victor and 

Anastacia, either sing or talk in twangy voices. While attempting to imitate their voices, say: 

 “yin” or “yeah” in English or, 

 “Grandfather Ye” in Mandarin “ye ye ye” (叶爷爷), “Aunty Ye” in Mandarin “ye yi 

yi” (叶姨姨) or, 

 words such as “bunyi” or “nyanyi” in Malay 

These words help to keep the tongue forward. 
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Prompt 2: Cartoon Characters 

Imitate the voice of the Asian cartoon character Pikachu (Ikue Otani) or the voices of Sandy 

and Sponge Bob (in Sponge Bob Squarepants) and say “one, two, three, four, and five”.  

Prompt 3: Animal Farm 

Impersonate animal sounds. Like a small kitten, make a “meow” sound or make the “quack” 

sound of a small duckling.  

Prompt 4: Happy Witch 

While imitating the sound made by a happy witch, say “yeah, yeah, yeah”.  

Applying Oral Twang Sound  

After finding the twang sound, attempt to read some texts, sentences, or words with 

an oral twang. The following exercises contain non-nasal consonants. To ensure that the 

sound comes out through the mouth only, hold the nose. Ensure the velum is in a high 

position. Contained in the following exercises are non-nasal consonants. Pay attention to 

producing oral twang sounds without allowing the sound to come out from the nose. To 

avoid making nasal twang sounds, singers may pinch the nostrils here. 

Exercise 1: Count the Numbers 

Using a twangy voice, count the following numbers: two, three, four, five, six, eight, twelve, 

thirty, forty, fifty, sixty, and eighty.  

Exercise 2: “4 is 4” 
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With an oral twang: read the following text “4 is 4, 10 is 10, 14 is 14, 40 is 40, 44 is 44” in 

Mandarin “si shi si, shi shi shi, shi si shi shi si, si shi shi si shi, si shi si shi si shi si” (四是

四，十是十，十四是十四，四十是四十, 四十四是四十四).  

Exercise 3: Ali Ada Seekor Itik 

With an oral twang, read the following text in Bahasa: “Ali had a duck. The duck was huge 

and intelligent. One sunny day, his duck talked to him. Ali was very afraid. The duck thanked 

Ali for his kindness. Ali shouted loudly, turned around and ran away. The duck felt sad”. In 

the Malay language, that is: 

“Ali ada seekor itik. Itik itu besar serta bijak. Pada suatu hari cerah, Ali dapati itik itu boleh 

bercakap. Ali berasa takut, tetapi itik itu bagi Ali tahu bahawa ia hargai usaha Ali jaga ia. 

Ali jerit kuat-kuat, lupa pakai selipar terus cabut lari cepat-cepat. Itik itu kesal serta 

kecewa...”  

Exercise 4: Ida had a Little Sheep 

Substitute the text of the famous song "Mary had a little lamb" with "Ida had a little sheep" 

and sing it with an oral twang. To avoid a nasal sound, the writer creates the text below 

without any nasal consonants. 

Ida had a little sheep, little sheep, little sheep, Ida had a little sheep, its fleece was black as 

coal. 

Exercise 5: “Der Wald” 

With an oral twang, read the following text in German language: “Der Wald ist voller Tiere. 

Gehst du über die Wege, so triffst du sie. Es ist so herrliches Wetter heute. Die Drossel 
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zwitschert fröhlich ihr prächtiges Lied. Der Fuchs schleicht leise durch das Gebüsch. Sieh, 

dort läuft auch der stolze Hirsch über die Wiese. Freudig zeigt er dir das kräftige Geweih. 

Jetzt wird es wieder Herbst. Bald wird es bitter kalt. Da hat es jedes Tier schwer“. 

Exercise 6: “Happy Birthday to You” 

With an oral twang, read the following text: “Happy birthday to you, happy birthday to you, 

happy birthday, happy birthday, happy birthday to you”.  
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CHAPTER 7 

Lip Posture 

To produce a brighter sound, belters usually make the space in the oral cavity smaller, 

narrowing the pharyngeal space, spreading the mouth wide, showing more teeth, and 

withdrawing the lips to a corner. Spreading the position of the mouth could contraindicate 

in the classical vocal teaching. However, belting makes use of speech-like vowels and 

consonants. Hence, when compared to classical singers, the mouth position will be more 

horizontal (Edwin, 2004). The spreading of the lips makes it possible to create a bright vocal 

resonance. Edwin (2007) notes that the bright resonance posture is a key element in the 

majority of variations of belting for both male and female belters.  

Exercise: Spreading the Lips  

Step 1. Put the lips in a relaxed position. 

Step 2. Protrude the lips like a fish and say /i/, listen to the sound. 

Step 3. Pretend that you are showing all teeth to the dentist. While the lips are widely spread, 

say /i/. Listen to the sound. The /i/ sound here should be brighter than the /i/ sound made 

with a rounded and protruded mouth posture.  

Step 4. With lips spread out, sing the vowel /i/ softly. The exercise looks like the 

illustration below. 
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Step 4. Each time, move up a semitone. When performing this exercise, use a comfortable 

pitch range. De-constrict the vestibular folds and, if necessary, release the tongue and jaw 

tensions.  
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CHAPTER 8 

Body Posture  

Notwithstanding the type of music singers produce, good body posture is an essential 

component of effective and efficient singing. For many years, vocal pedagogues have 

stressed how important a good body posture is in healthy singing. For instance, McKinney 

(2005) says that there is a connection between good singing and good body posture. For 

Davis (1998) a good posture is necessary for the alignment of the vocal organs and efficient 

singing.  

Generally, a good singing posture is linked to a “noble posture” where the feet should 

be planted on the floor and slightly spread apart. In this position, the weight of the body is 

distributed evenly with the spine elongated, the chest lifted slightly, the neck elongated, the 

head held high, while the knees are unlocked. This noble posture is generally found in 

classical singing styles, where singers are assembled in a choir formation and sing in a 

classical recital. However, in contemporary popular music scenes, it is rare to see vocal 

performers maintain the noble posture and stand still right through their performance. 

In comparison to classical singers, physical activity can be more challenging for 

CCM singers. Hence, apart from training singers to execute noble posture, teachers trained 

in classical singing may also incorporate muscular training which could be of benefit to 

CMM vocal performers, particularly belting singers. Generally, belting is viewed as an 

extremely physical activity which calls for high amounts of energy. To support this need for 

energy, there is a need for training on how to engage the muscles of the torso together with 

the head and the neck when performing belting. 
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It is the belief of this author that singing, in general, requires muscular engagement 

and a great level of body effort that contributes to voice production, particularly in belting. 

If the body is totally devoid of any strength and in a full state of relaxation that will not lead 

singers to a successful professional performance. Although sometimes body relaxation may 

need to be used as a tool for portraying some characters, total relaxation of the body could 

actually result in more harm than benefit for belting singers. However, tension linked to the 

jaw, tongue, and vocal folds should be released as much as possible.  

 Steinhauer, Klimek, and Estill (2017) explain that pop belters usually engage the 

muscles in the torso, neck, and head when they perform powerful high-intensity singing. 

This is an observation also made by Estill (1994) and Edwin (1998b) who say that a high 

effort level is required in all parts of the body when compared to classical singing. This effort 

is usually linked to the engagement of the torso, the neck, and the head—all body parts that 

need to be maintained right across the tone. However, all these scholars agree that over-

tension is certainly not the teaching goal of any style of singing.  

Hence, vocal teachers need to aim to guide students as they apply the necessary 

tensions and muscular works which allow for better voice production. Tension, depending 

on the manner in which it is applied, can enhance or interfere with the voice. Effective 

singing depends on strategies in the coordination and balancing of muscles which are used 

in singing. The task of the voice teacher is to identify a point of balance where the tension 

in the muscles does not negatively impact on singing, but enhances it (McCoy, 2015). 

Strategy for Finding a Noble Body Posture  

Step 1. Plant both feet on the floor pointing forward with the hip-width apart. The weight of 

the body should be distributed evenly.  
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Step 2. Release knee tension.  

Step 3. Feel as if you are a puppet on marionette strings. Imagine that one of the strings is 

attached to the top of the head, pulling the spine up and holding the head high. Another 

string, attached to the sternum, gently lifts the chest high up from the centre.  

4. Imagine that the shoulders are held back and down slightly. 

Engaging the Head and Neck Muscles  

The muscle groups involved in stabilizing the head and engaging the neck include 

groups such as suboccipital and sternocleidomastoid (SCM) muscles. The SCM muscles can 

be found on the sides of the neck and are quite noticeable when the head is turned to either 

side. The muscles attached to the occiput are suboccipital. Figures 25 and 26 indicate where 

the muscles are located.  

 

Figure 25: View of the sternocleidomastoid muscles. These muscles support the head 
rotations and allow the head to remain still if need be. The right sternocleidomastoid revolves 
the head to the left and moves it to the right while the left SCM turns the head to the right 
and also moves it to the left when needed (Source: https://es.wikipedia.or g/wiki/M%C 3% 
BA sculo_esternocleidomastoideo) 
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Figure 26: Posterior view of the suboccipital muscles. (Source: https://commons.wi 
kimedia//org/wiki/File:1111_Posterior_and_Side_Views_of_the_Neck_Deep_Posterior.png
) 

Strategy for Engaging the Head and Neck 

Step 1. Start with the noble posture. Stand like a royal queen or king. Imagine that a string 

is pulling you towards the ceiling from the top of your head.  

Step 2. On the side of the neck, place one hand, and then place the other on the forehead 

with the palm in contact with the forehead. Apply a backward pressure on the forehead gently 

and push against the palm using the forehead at the same time. Feel the engagement of the 

SCM muscles. De-constrict the vestibular folds. If necessary, release the jaw and tongue 

tension. While maintaining the noble posture, keep the head posture lengthened.  

Step 3. While repeating Step 2, move the tongue forward, engage the head and neck posture 

and gently make a siren-like sound using /ŋ/. While engaging the head and neck, siren up 

and down. 
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Step 4. Change the /ŋ/ sound to vowel /i/. With the head and neck engagement, siren the /i/ 

sound up and down.  

In the event that singers are experiencing a lot of neck tensions or injuries, the 

engagement of the head and neck posture could make the neck problems even worse. In 

cases like that, Scearce (2016), a voice clinician suggests the employment of internal 

engagements which can be achieved by use of the soft palate muscles as delicate options. 

Pretending to be sucking a straw which is obstructed or simulating the beginning of a sneeze 

are effective variations (p. 193).  

Engaging the Torso  

Singers will work on the muscles of latissimus dorsi, pectoralis muscles across the 

chest, erector spinae muscles, and quadratus lumborum by engaging the torso (Figure 27).  
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Figure 27: Muscles involved in muscle engagement. Engagement of the torso may result 
in the stabilization of the larynx and release of tension in the abdomen (Scearce, 2016). 

(A) Source: http://clickmypicture.com/muscles-of-the-lower-back/muscles-of-the-lower-
back-photo-of-back-muscles-the-difference-between-a-lower-back-strain-free/ 
(B) Source: http://www.essentricswithbetty.com/blog-1/2016/3/13/absandthecore 
(C) Source:  https://hurnechiropractic.com/resources/posts/muscles/PecMajMin/ 
 
 
Strategy for Engaging the Torso 

Step 1. Start with the noble posture. Stand like a royal queen or king. Imagine that the top of 

your head is being pulled by a string towards the ceiling.  

Step 2. Shoulders are held back and down slightly while the arms are on the side.  

Step 3. Twist the forearms and wrist forward.  
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Step 4. Raise both elbows to the sides with palms facing upward and pretend that you are 

squeezing two small inflated balloons placed under your armpits. While squeezing the 

balloons, pull the shoulders downwards with great energy. De-constrict the vestibular folds. 

If necessary, release any tension in the jaw and tongue. While maintaining the noble posture, 

keep the head posture lengthened.  

Step 5. Repeat Step 4 and make a gentle /ŋ/ sound.  

Step 6. Change the /ŋ/ sound to vowel /i/. With the torso engaged, siren the /i/ sound up and 

down. 
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CHAPTER 9 

Training the Chest Voice 1 

Based on the fact that belting is linked to loud speech-like voice qualities, training 

singers to be able to find speech-like or chest voice production is important. Those involved 

in voice education need to know that real belting is distinguished by a loud voice associated 

with chest voice (or the TA-dominant vocal production) which is needed in CCM.  

Just teaching head voice vocal production to belt learners may not be helpful for 

them. This is a view supported by Edwin (2004, 2007) who notes that voice pedagogues who 

spend most of their time teaching belting with a CT-dominant voice (head voice) instead of 

emphasising the TA-dominant voice (chest voice) may be failing when it comes to making 

their students ready for the real world of CCM singing.  

Finding the Chest Voice  

One of the simplest methods of finding the chest voice is relating it to the speaking 

voice. There are a number of ways that can be used in finding and engaging this vocal 

production; with one of them being the use of glottal onsets and fricative consonants like /z/ 

and /v/. The writer makes the suggestion that voice educators should have a preference for 

 
1 Generally, the term chest voice denotes a thick vocal fold vibration or TA-dominant voice 

production. The term head voice, on the other hand, denotes a vocal fold vibration that is 

thin or CT voice production. For purposes of making things simpler, the author uses the term 

chest voice to refer to TA-dominant voice and head voice to CT-dominant voice. Please refer 

to “Glossary of Terms” for further explanation. 
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the use of gentle glottal onsets as opposed to the use of hard glottal onsets when they start 

belting training. This is because hard glottal onsets could easily lead to pressured phonation 

which could result in a lot of friction between the vibrations. Such a violent motion could 

easily result in harm to the vocal folds (Dayme, 2009; Davids & LaTour, 2012). Added to 

this, the chosen fricative consonants strategies could help in vocal folds closure while 

creating subglottic pressure (Kayes, 2004). Good belting results from good subglottic 

pressure and vocal folds adduction.  

Chest Voice Exploratory Strategies 

This suggests a number of useful strategies that could be employed in finding the 

chest voice. Voice teachers could embrace all the proposed strategies in their singing lessons 

or they may decide to go with those that are most appropriate for their specific situations. 

The suggested strategies are not pitched and need to be performed with voice qualities that 

are speech-like. For many Western classical trained singers, finding the chest voice could be 

a huge challenge. Hence, it is advisable to take time while going through the strategies. 

Finding the Chest Voice by Using Glottal Onsets  

Glottal onsets happen through the closure of the glottis (the area between the two 

vocal folds) before attempting to create any vocal tone. In other words, glottal onsets result 

from closing the vocal folds prior to making any sound. Due to the closure of the vocal folds, 

the glottis is sealed so that airflow is stopped. This results in subglottic airflow being built 

under the vocal folds. Phonation happens when the subglottic air flow is opened and the 

moving air leads to the vibration of the folds.  
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Strategies for Finding Glottal Onsets  

When practising these awareness strategies, the focus should be placed on the gentle 

closure of the vocal folds. 

Strategy 1: Using Robotic Voice  

Think of yourself as a robot. Close the vocal folds gently by making use of a clear and 

confident but robotic speaking voice to introduce yourself to your teacher by stating: “I am 

Anna and I am eighty-eight years old”.  

Strategy 2: Using a Clear Warning Tone 

As you pretend to be speaking to your friend, apply a clear and stern voice warning your 

friend Anna and say: “Eh, Anna, enough is enough!” Even though the tone should be stern 

and clear, it should not be forceful.  

Strategy 3: Using the Speaking Voice 

Certain English words like /e/ (as in the word “ever”), /a/ (as in the word “art”) or Mandarin 

words like /e/ (as in the word 誒), /o/ (as in the word 噢), and /a/ (as in the word 啊) or Malay 

words like /e/ (as in the word “esok”), /o/ (as in the word “oleh”), and /a/ (as in the word 

“ayah”) could be helpful for practising the gentle glottal closure. Make the vowel sound that 

follow twice; /e-e/, /o-o/, /a-a/; say them slowly. While saying these vowel sound, feel the 

vocal folds closure.  

Finding Chest Voice by Linking Vowels with Fricative Consonants 

Fricative consonants are created by making the airflow coming from the mouth 

narrower. This narrowing approach involves the use of articulators such as the teeth, tongue, 
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and lips. As these parts get closer to each other, the result is friction of breath which produces 

an airflow which is turbulent. Fricative consonants may be voiced or unvoiced. For more 

effective learning purposes, vocal learners could find it helpful to get acquainted with sounds 

around them which are familiar. Hence, the sounds which have been selected below are 

fricative consonant sounds which are common in English, Mandarin and Malay language 

such as /s/, /z/, /f/, and /v/. 

Strategy 1: Fricative /z/  

Step 1. Gently locate your fingers in front of the larynx and repeat the following consonants 

/s/ (as if saying the word “so”, or “to keep”, “simpan” in Malay or “number four”, “si” in  

Mandarin) and /z/ (like the word “zoo”, or “visit” in Malay “ziarah”). You may feel the 

difference between the /s/ and /z/ consonants. The vibrations of the buzzing sound can be 

felt when the /z/ consonant sound is voiced, while the /s/ happens to be a voiceless consonant 

and the buzzing sound cannot be felt on your larynx. Also, you could think of the hissing 

sound of a snake when performing the voiceless consonant /s/ and buzzing /z/ like the 

bumblebee.  

Step 2. Continue to make the /z/ sound but this time make the sound into four beats in the 

first bar. In the second bar, prolong the sound. Without changing it to /s/, prolong the /z/ 

sound.  
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Step 3. Combine the /z/ sound with the vowel /ə/, as in the word again /əˈgein/. First, make 

the /z/ sound five times in the first bar and in the second bar, combine the vowel /ə/. The 

tongue should be maintained in a neutral position when using the vowel /ə /.  

 

 

Step 4.  Once the students start to feel the neutral tongue, combine the /z/ with various vowel 

sounds. The exercise below applies the voiced /z/ sound four times in the first bar and adds 

the /a/ sound in the second bar and turns it into the /za:/ and maintains the speech-like quality 

right across the entire second bar. 

 

 

Strategy 2: Fricative /v/  

Step 1. Place your fingers gently in front of the larynx and repeat the flowing consonants: /f/ 

(as in the word “for”, “think” in Malay “fikir”) and /v/ (as in the word “view” or “vision” in 

Malay “visi”). You may feel how the two consonants differ. The buzzing sounds or 

vibrations can be felt with the voiced /v/ consonants sound. It makes the sound of an engine 
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raving up: vroom. Meanwhile, the /f/ is a voiceless consonant. Hence, you may not feel the 

buzzing sound on your larynx.  

Step 2. Continue making the /v/ sound. However, this time around, make the /v/ sound into 

four beats in the first bar. In the second bar, prolong the sound. Without changing the /v/ 

sound to /f/, prolong it.  

 

 

Step 3.  Combine the /v/ sound and the vowel /ə/. Start by making the /v/ sound five times 

in the first bar. In the second bar, combine the vowel /ə/. Throughout the performance, 

maintain the tongue in a neutral position. 

 

 

Step 4. Now, students can start applying the voiced /v/ sound four times in the first bar. In 

the second bar, they can create a /va/ by adding an /a/. The speech-like quality /va/ should 

be stretched out and persist right across the entire second bar.  



68 
 

 

Voice teachers may find it useful to combine the awareness strategies once each task is 

completed. Combining the strategies could highlight the awareness of producing the chest 

voice.  

Combining the Glottal Onsets with Speaking Text  

Step 1. Start the vowel sounds /o/ - /o:/, /a/ - /a:/, and /i/ - i:/ using a distinct robotic speaking 

voice. All second vowel sounds with colons should be made longer. When performing the 

beginning of each vowel sound, feel the vocal folds.  

Step 2. Avoiding any interruptions like short pauses and taking a breath, continue with the 

texts that follow after making each second vowel sound. Focus on the letters with accent 

marks. While speaking these marked vowels, feel the closure of vocal folds.  

The following texts may be used by female students.  

/o/ - /o:/ Ī ām Ōlga ānd Ī ām ēighty ēight years ōld. 

/a/ - /a:/ Ī ām Ānna ānd Ī ām ēighty ēight years ōld. 

/i/ - /i:/ Ī ām Īman ānd Ī ām ēighty ēight years ōld. 

Male students could replace the female names with male names: Olga to Owen, Anna to 

Alan, and Iman to Igor.  

/o/ - /o:/ Ī ām Ōwen ānd Ī ām ēighty ēight years ōld. 

/a/ - /a:/ Ī ām Ālan ānd Ī ām ēighty ēight years ōld. 
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/i/ - /i:/ Ī ām Īgor ānd Ī ām ēighty ēight years ōld. 

Combining the Fricative Consonant Sound /z/ with the Speaking Text  

Step 1. Start with the fricative consonant /z/ sound. At the beginning of the second bar, add 

the /a/ and throughout the whole semibreve or 4/4 length, fill the /za:/ without any 

interruptions.  

 

 

Step 2. With no interruptions, proceed with a full non-breathy speaking voice and 

confidently say, “Ī ām Ānna ānd Ī ām ēighty ēight years ōld”. While saying the vowels with 

the accent marks, feel the closure of the vocal folds. Male students may change the name 

from Anna to Alan.  
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Combining the Fricative Consonant Sound /v/ with the Speaking Text  

Step 1. Start with the fricative consonant /v/ sound. At the beginning of the second bar, 

without any interruptions, add the /a/ and throughout the whole semibreve or 4/4 length, fill 

the /va:/.  

 

 

Step 2. Still, with no interruptions, proceed with a full non-breathy and clear speaking voice 

and read the text “Ēh! Ānna ēnough īs ēnough” with a stern warning voice. While saying 

the vowels with the accent marks, feel the closure of the vocal folds.  

 

 

Adding the Sustained Tones and Texts  

When students start showing that they are comfortable saying the texts using the chest 

voice production, teachers could start suggesting that the students pitch the text. Female 

students may start with a speaking tone that is comfortable, roughly around B3 (below 

middle C). They can stop the tone at between F4 to G4 (above middle C). For male students, 

the starting point could be around C3 (an octave below middle c) and stop between A3 and 
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B3 (below middle C). Right through the exercise, for several seconds, students should 

maintain a tone at the same pitch and intensity.  

The aim of this exercise is to teach learners the skills of sustaining singing with chest 

voice vocal settings. Starting with a comfortable low key and sustaining the voices in low 

range could help develop the chest voice or the TA-dominant voice. Added to this, Austin 

(2013) notes that sostenuto or sustained tones can help make the inner musculature of the 

larynx even stronger.  

Female Voice  

Within a singing range that is comfortable, start performing this exercise with an ascending-

descending chromatic scale pattern. When ascending, increase a semitone and when 

descending, decrease a semitone. 

 

 

Male Voice 

When performing this exercise, do so within a comfortable singing range. Start performing 

the exercise with an ascending-descending chromatic scale pattern. While ascending, 

increase a semitone and while descending, decrease a semitone.  
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Applying Chest Voice Production to a Song  

Once the production of the chest voice has been mastered, try to sing the entire “Ida 

had a little sheep” song with a chest voice quality. While ascending, increase a semitone and 

when descending, decrease a semitone. The starting point for female singers could be C#4 

while males can begin an octave lower. 

Ida had a little sheep” for both female and male voices 

 

Note: Original melody: “Mary Had a Little Lamb” written by Sarah Josephina Hale (1788-
1879). The text was modified by the author to “Ida Had a Little Sheep” for the purposes of 
aiding the learning of belting technique.  
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CHAPTER 10 

Training the Head Voice 

The main function of the thyroarytenoid muscles (TA) is the shortening and 

thickening of the vocal folds, thus leading to voice production which is commonly associated 

with the chest voice in both men and women. On the other hand, the cricothyroid muscles 

(CT) generally lead to high pitched sound production. CT muscles make the vocal folds 

longer and thinner leading to the production of a vocal quality which is usually identified as 

head voice, light mechanism or Mode 2, in both men and women.  

If vocal training is to be effective, it has to involve the training of the TA (chest voice) 

and the CT (head voice) muscles. These muscles share the responsibility for making the 

vocal folds thicker, longer and adjusting pitches. It is the view of Titze (2013) and Edwin 

(2014) that for voice production to be healthy, both CT and TA muscles should be developed, 

made stronger and synchronised. This implies that isolating one muscle group from the other 

will have negative consequences for the age group and style of singing.  

From previous research, it can be concluded that the belt voice is produced with TA 

muscle activity being more dominant over CT muscle activity. However, in training the belt 

voice, especially the belt-mix voice, the training of the CT muscles should be part of voice 

training lessons. Edwin (2007) also explains that it important for the development of the CT 

muscle to be involved in belting training in order to mitigate against the risk of vocal folds 

becoming too thick and, in the process, creating a vocal fold posture which is heavily 

weighted. This kind of posture could easily result in excessive tension and strain, especially 

in ranges where the pitch is higher. The engagement of CT muscles or the tilting of the 
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thyroid cartilage may have the effect of making the belting tone sweeter (Klimek, Obert & 

Steinihauer, 2010).  

In a review of the of the role played by the CT muscle, White (2011) notes that 

regardless of gender, belters may rely less on the TA element as they achieve a glottal closure 

which is firm. Also, when an ascending scale requires a belt voice, there is a need for 

coordinated vocal fold activities of head voice dominant and chest voice dominant muscles. 

Finding the Head Voice  

There are a number of characteristics that can be associated with the sound identified 

as the head voice: thin, long, gentle, and lacking in power. Learners who want to find the 

head voice maybe guided by being asked to imitate puppy whimpers. If necessary, the puppy 

whimpering can be replaced by kitten meows.  

Head Voice Exploratory Strategies  

Step 1. Say the word “sing” and maintain the tongue in the /ŋ/ (“ng”) position.  

Step 2. While maintaining the tongue in the /ŋ/ position and keeping the pitch comfortably 

high, gently produce a few new-born puppy whimpering sounds with the tongue in the /ŋ/ 

position. When making the whining puppy sound, use a slight descending slide from the 

upper notes, bringing the top tones down to the middle range. While ensuring the vestibular 

folds are retracted, make sure the sounds are clear and soft.  

Step 3. While maintaining the whimpering sound a few times, try to feel the sensation on 

how the sound is produced.  
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Step 4. When it becomes easy to make the whimpering /ŋ/ sound, practice it across the vocal 

range. With a comfortably high pitch, using the 5-4-3-2-1 pattern, sing gently. With a head 

voice, engage each tone with the back of the tongue positioned in the /ŋ/ position throughout. 

The suggested tone below is for reference purposes. Learners should be free to change the 

starting pitch so that it is at the most comfortable high pitch possible.  

 

 

Step 5. Using the same exercise, replace the soft whimpering with /ja/, /je/, /ji/, /jo/, /ju/. Use 

a comfortably high pitch to sing the 5-4-3-2-1 pattern. Pay attention to the following 

elements when practising this step.  

 In every tone, engage the head voice. 

 All the way through, keep the sounds light and tiny.  

 To move the tongue forward, use the /j/ glide. Connect all the vowel /a/, /e/, /i/, /o/, 

/u/ sounds, so that they are all pronounced with a forwarded tongue posture.  

 Apply an extremely tiny amount of air.  

 The jaw should be relaxed with minimal movement.  

The tone suggested below is for purposes of reference. Learners are free to change the pitch 

at with they start so that it is as high as possible but still comfortable.  
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Step 6. Repeat Step 5, but add the following simple text to it this time around: “Allelujah". 

In the process of practising this exercise, aim to maintain the tongue in a forwarded position. 

The rest symbol is an indication that learners need to breathe in. However, as it is inhaled, 

the tongue should be in a forwarded position. 

 

 

The primary aim of this exercise is to engage the head voice on each tone. Learners may find 

it challenging to sing the bottom notes using the head voice. However, the training of both 

chest and head voices should be done separately before work starts on the belt sound. This 

is a suggestion supported by Gundersen (2012) and Hall (2014) who say that register 

isolation work permits voice performers to have an experience of the sensations, which are 

linked to dominant TA (chest voice) or dominant CT (head voice) muscle activity. Edwin 

(1989) further elaborates it is imperative for voice teachers to exercise their belters in both 

registers, as well as to blend and mix them, so that their potential for coordination is 

maximised (p. 29). 

While learners work on the head voice, they should pay attention to the following:  
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 The head voice should be engaged in every tone. 

 The sounds should be made small and light.  

 Less air pressure should be applied to the tone.  

 De-constrict the vestibular folds.  

 In belting, a forwarded tongue position is preferred. Learners could begin to learn 

and be conscious of the position of the tongue as they practice this exercise, 

particularly when creating a forwarded tongue posture for the back-vowel sounds. 
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CHAPTER 11 

Contemporary Commercial Music Mixed Voice  

When students can successfully isolate the chest and head voice muscle activities, 

teachers may start thinking about mixing these two kinds of voice qualities. In CCM, the 

word mix denotes a type of voice register located between the chest and head voice quality 

(Hoch, 2016). This author believes that teaching learners how to perform a mixed voice 

quality can help them to expand the vocal range and ensure that singers have more vocal 

options. To sing with success in the upper vocal range, the balancing and negotiation of the 

chest and head are some of the technical skills that singers should achieve. 

To create a belt-mix voice production mixed voice is a vital skill to learn. This is an 

observation supported by Hoch and Lister (2016) who say that singers usually use mixed 

voice qualities when they sing in high on the top vocal range. The maintenance of a mixed 

vocal registration can assist in mitigating against abrupt changes in register, pitch jumps, and 

instabilities in phonation (Titze, 2013, p. 448). 

In this teaching guide, the author divides mix into two components: mixed voice with 

domination of chest voice production (MVCD) and mixed voice with the domination of head 

voice production (MVHD). 

Finding the Mixed Voice 

The author has designed the diagram below as supplementary information for 

teachers who want to guide voice students as the find mix and balance both chest and head 

vocal qualities.  
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Figure 28: Finding the mixed voice 

 

The diagram above illustrates the divisions of different amounts of the chest and head voice 

muscular activities which are involved in the creation of mixed voice qualities. Number 1 is 

an indication of the full chest voice while Number 7 indicates the full head voice. Numbers 

2 to 6 are linked to the various kinds of mixed voice qualities and they are explained together 

with the diagram below. It needs to be noted that the head voice activity could be 

incorporated with a rising pitch. However, the degree to which the head voice is added and 

the degree of release of the chest voice (or the other way round, the degree to which chest 

voice is added and the degree to which the head voice is added in the descending scales) in 

the vocal range differs according to individuals. In the diagram below is an illustration of a 

general picture on how mixed voice can be applied (See Appendix 1 for larger images).  
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Number 1: Full chest voice  

Number 2: Mixed voice. Mixing chest and head voice with MVCD. Here, singers may add 

the whimpering sound through maintaining the chest voice.  

Number 3: Mixed voice. Mixing chest and head voice with MVCD. The degree of 

whimpering sound is higher than it was in Number 2. However, the chest voice is more 

dominant.  

Number 4: Mixed voice. In this case, the same amount of chest voice and head voice can be 

considered. Singers may put more effort into the production of the whimpering sound and 

let go of more of the chest voice with the aim of creating a well-balanced combination chest 

and head voice qualities.  

Number 5: Mixed voice. Mixing head and chest voice with MVHD. The degree to which the 

whimpering sound is applied is higher than it was in Number 4. If the previous voice mixture 
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called for the same amount of head and chest voice, in this case, the singer could increase 

their effort on the head voice so that it is larger than 50% and the releasing of the chest voice 

being less than 50%. However, the chest voice still needs to be engaged, even though the 

degree of effort placed on it is much lower. 

Number 6: Mixed voice. Mixing chest and head voice with MVHD. Singers may find 

maintaining the chest voice more challenging. To create a greater head voice quality, singers 

could apply more of the whimpering sound. To achieve a more comfortable whimpering 

sound, singers need to back off air pressure. At this stage, the degree to which chest voice is 

used is rather low, even though the chest voice is still present.  

As the pitches increase, singers may notice that additional head voice of CT activity is 

needed to come up with smooth transitions of the various voice qualities. When going 

towards a higher singing range, it could be useful for voice teachers to suggest to their 

students that they may think of creating more head voice while releasing more chest voice. 

Even though more head voice is applied as pitch increases, the chest voice or TA-muscles 

will still be active until the top of the head voice is reached.  

Number 7: Head voice. To sing the top notes with efficiency, singers need to engage more 

of the head voice. A strategy like the whimpering sound could be employed as a guideline 

for engaging the head voice. The whimpering sound may have the effect of making the vocal 

folds longer. This results in the creation of the head voice without too much effort.  

Developing the Mixed Voice  

The aim of this exercise is to develop the awareness of the mix voice in both female 

and male singers. This will assist singers to be conscious of subtle changes in the voice. This 
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is essential coordination for teaching singers to produce subtle micro alterations in vocal 

registers in a mixed scale right across the entire vocal range. 

When going towards the higher range, the exercise should be performed with de-

constricted vestibular folds and the air intake should be minimal. Depending on the kind of 

voice, the starting and ending of pitches could be adjusted to the needs of the singer. 

However, voice teachers could assist students to find a singing pitch which is comfortable 

to start with. They should aim to expand their vocal range over time with the right vocal 

guidance. Students should also be encouraged to challenge themselves to go outside the 

classical vocal range descriptions and pay more attention to the development of their voices 

to their full potential in a healthy manner. Restricting the practice of vocal exercises within 

the students’ comfort zone could impede singers from developing the entire vocal 

mechanism. 

Tying the Fricatives and the Vowel Sounds 

Step 1. Start at the bottom of the range, using the preferred fricative, /v/ or /z/ on pitch. Using 

the 1-2-3-2-1 pattern, add the vowel sound. Female singers could start any note below C4 

(Middle C) at a level that is most comfortable. On the other hand, male singers could start 

on C3 (an octave below Middle C). For the example that follows, the author makes use of 

B3 as the starting tone for female singers while the male singers sing octave basso (an octave 

lower). Aim to maintain the chest voice (speaking-like) right across the exercise. The first 

two diagrams below illustrate the manner in which the exercises can be done. 
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Female Voice 

 
 

 

 
Male Voice 

 
 
Step 2. Both male and female singers continue with the 1-2-3-2-1 singing pattern. Each time, 

they sing up a semitone higher. Using the exercise above as an example, the starting tone for 

female singers is B3 (below Middle C4), each time moving a semitone higher to C4 →  C#4 

→ D4 → Eb4 →  E4 →  F4 → F#4 → G4 → Ab4 → A4 → Bb4 → B4 → C5. 

With regard to male singers, the starting point is the same as that for female singers; except 

that it is an octave lower. Starting at B2, stretch the range a semitone higher each time using 

the following sequence: B2 → C3 → C#3 → D3 → Eb3 → E3 → F3 → F#3 → G3→ Ab3 

→ A3 → Bb3 → B3 → C4. 

At each ascending pitch, singers are free to start adjusting and allocating a different degree 

with regard to the use of the head and chest voice across the vocal range. How the chest and 
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head voices are adjusted may differ from one individual to the next. Voice teachers need to 

pay attention to how each of the learners performs the tasks. The following diagrams and 

illustrations provide clarity on how the task of mixing can be done. 

 

 

 

 



85 
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Female and male mixed voice exercise descriptions (See appendix 2 for larger images) 

 

Explanations of the Exercise 

The process of blending the head and chest voice is almost the same for both female 

and male singers. In the exercise given as an example, female singers start an octave higher 

than male singers.  



87 
 

Exercise 1 to 3. These exercises are performed with a full chest voice.  

Exercise 4. The black notes in Exercise 4 are performed with full chest voice while the red 

notes are performed with MVCD voice. On a red note, singers may add the whimpering 

sound. The red note in Diagram 4, located between Numbers 1 and 2, indicates that singers 

may use MVCD voice quality to sing note F#4.  

Exercise 5. The voice notes in Exercise 5 should be performed with full chest voice and the 

MVCD voice should be used for the red notes. This is an indication that singers may use 

MVCD voice to sing notes F4 and G4.  

Exercise 6. This exercise should be performed in the same way as Exercise 5. The MVCD 

voice should be used to sing F#4 and G#4. However, singers may feel that they need to 

produce more head voice and ease it a bit on the chest voice when singing the red notes. 

Singers may also compare the notes in both Diagrams 5 and 6, where the red circle in 

Diagram 5 hits lower than in Diagram 6. This is an indication that the singing pitch is rising 

and singers might need to add more head voice.  

Exercise 7. Even though this exercise requires the use of MVCD voice, the starting blue 

notes are a mark that singers may start the exercise using a more whimpering sound. 

Compared to prior exercises where singers could begin the exercise using the chest voice, 

the blue notes in this exercise are an indication that singers could start adding the head voice 

right at the beginning of their singing tones. As singing tones increasingly move higher, 

singers may increase the use of the head voice. The red notes suggest that singers may need 

to produce more of the whimpering tones as they sing. Singers may also compare the red 

and blue notes in Diagram 7. They will notice that the red circle is located higher than the 
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blue one. This is an indication of the higher degree to which the head voice needs to be 

engaged in higher singing notes (red) than when singing the lower notes (blue). 

Exercises 8 to 14. Notwithstanding the fact that singers are expected to use the MVCD voice 

when singing Exercises 8 to 14, the notes marked blue at the beginning should be performed 

by adding the whimpering sound. The degree to which the head voice or whimpering sound 

is engaged differs, based on the singing tone, with higher tones requiring more use of head 

voice. When training belt learners, it is important to pay attention to maintaining the chest 

voice tonal quality while adding the head voice when singing higher notes. Singers could 

conduct a comparison of the different positions of the red and blue circles in Diagrams 8 to 

14. As the pitch goes higher, the degree to which the head voice is engaged increases, the 

positions of the blue and red circles also move up. The red notes are an indication that more 

head voice quality is required than the blue ones. 

All these exercises give the teachers and singers a general perspective and primary technique 

to explain how the mixing of both head and chest voice could be done. Voice teachers could 

vary or design other technical exercises depending on the needs of their students. No matter 

which patterns of technical skills voice teachers may wish to create and use in teaching 

studios, mix elements should be included where the aim of the teacher is to teach the belt-

mix technique and give their students more vocal options. The idea of a mix is summarised 

by the author using the diagram below.  

In the following diagram, changing the colour from dark to bright defines the gradual release 

of the chest voice to head voice.  
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Start with the full chest voice (represented by the dark colour) and slowly release the degree 

of the application of the chest voice while approaching the middle-upper range. Singers 

should aim to maintain the chest voice while mixing with the head voice, releasing the weight 

even though not totally letting go. 

Step 3. Now try to practise the exercises from top to bottom. This time around, start the 

singing tone with a high degree of whimpering sound or MVHD and, in the middle, switch 

to the MVCD by engaging the chest voice quality as the middle bottom range. This exercise’s 

sequence will be as follows: C5 (above Middle C) → B4 → A#4 → A4 → G#4 → G4 → 

F#4 → F4 → E4 → D#4 → D4 → C#4 → C4 → B3. Male singers start with C4 and progress 

down to B2. When approaching the middle bottom range, aim to release the head voice while 

engaging more of the chest voice. 
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PART 4 

CHAPTER 1 

PUTTING THE TECHNICAL SKILLS TOGETHER 

Belting Technique Teaching Guideline  

In CCM singing styles, there is no single sound that can be said to be the right one. 

In the same manner, there is no single belt sound that can effectively express all human 

emotions. Each belt sound expresses certain personality traits. To create different tastes, 

strategies like twanginess, nasality, or an escalation in thyroarytenoid activity could be 

incorporated. This is a view supported by Sabella (2018) who notes that there are various 

ways of belting and there is no belting which is conducted in exactly the same way.  

The ability of each singer to express emotion depends on how versatile their vocal 

technique is. Hence, in this teaching guide, the author makes available the necessary teaching 

tools for voice educators to cultivate the growth of students' technical belting singing skills 

while enhancing the learning experience. Where students seek for belting technical skills, 

teachers should afford them the right tools and approaches to effectively develop their belt 

voice productions.  

Belting Technique Checklist 

Apart from being extremely vocally demanding, belting involves a high degree of 

physical effort. This author makes the suggestion that voice educators use the following 

checklist with students prior to starting any voice lessons, particularly when dealing with 

beginners.  
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CHAPTER 2 

Belt-Mix Technique 

In recent years, singers have become more skilled at belting higher, especially female 

singers. This is a view supported by Roll (2016) who notes that when a comparison is made 

to traditional belters, where the belt ranges are extended up to C5 (an octave above Middle 

C), current belters are expected to extend the belt range all the way to an F5. Notwithstanding 

the fact that Roll’s (2016) statement was inspired by observations from the Western singing 

world, this author observes that Asian singers like Ge Lan (葛兰) were able to belt up to D#5 

(higher than an octave above Middle C) in the song “Ja Jambo” Shuo Bu Chu De Kuai Huo 

(说不出的快活), during the early 1960s.  

More recently, Malaysian, Chinese and Taiwanese singers like Li Jia Wei (李佳薇), 

Peng Jia Hui (彭佳慧), Jaclyn Victor, and Huang Qi Shan (黄绮珊) also indicated their 

ability to belt up to F#5 and G5. Wang Feng (汪峰), Balck Hanifah in the song “Sofea Jane” 

as male singers have the ability to be above C5. Generally, modern singers have shown the 

tendency to build the belt range as high as they can, regardless of where they come from.  

Technically, singers generally find it very challenging to belt on the top notes. To 

create the high belt sound, singers need to note that merely maintaining the chest voice 

production is not enough. They should mix the head quality and the chest voice production, 

especially when belting notes higher than D5 (a 9th above Middle C). According to Spivey 

and Saunders-Barton (2018), when the mixed voice is done properly and the balance is right, 

it becomes easier for belters to belt higher.  
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It is for this reason voice teachers should emphasise the importance of not only 

finding and balance but also to blend both head and chest voice muscle activities with the 

aim of developing the belting technique for the top vocal range in an effective and healthy 

manner. Also, mixing head and chest voices in the belt voice could also help in mitigating 

against the chest voice being too weighty, which may help belters to avoid vocal fatigue 

while performing this extremely demanding task.  

According to Edwin (1998a, 1998b, 2007), even though belters perform with chest 

vocal fold activity, there is still a need for them to produce a certain kind of mix if their belt 

is to be vocally healthy. Carrying chest voice up the scale with high, rounded vowels is not 

stylistically prudent for belt and can be too taxing and lead to possible damage to the 

instrument. Edwin (2007) also indicates that the main reason classical singers find it 

challenging to belt is that they make the mistake of carrying their chest voice through the 

range when in fact they are supposed to mix head and chest muscle activities. It is the view 

of this author that Edwin’s (2007) statement has an indirect way of giving classical teachers 

clarity that there are major differences between classical singing and belting singing. Hence, 

there are particular skills which classical singers need to be accustomed to for them to be 

able to teach the belting technique. 

Using the literature from vocal pedagogues and researchers as a basis, this author 

concludes that the belt-mix technique is a mixed voice quality (bringing together chest and 

head voice productions) where the chest voice dominants through adding twang elements. 

Considering that the belt-mix is about mixed voice coordination, singers could have the 

choice of producing an array of vocal timbres. Boardman (1989) agrees and adds: 
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 The sound made by a singer who uses the belt mix voice does not have the sameness 

 in quality that one finds in other modes of singing. Certainly, the sound produced by 

 Barbra  Streisand or Judy Kaye, singers who are well known for their mastery of the 

 belt mix voice, is not marked with the constancy in the timbre of belters like Ethel 

 Merman, for example (p. 40). 

 
Developing Technical Exercises 

The following technical instructions are involved in the belt-mix: 

 The right posture and body alignment, including elongated head and neck, 

shoulders slightly held back, knees unlocked, and the chest region slightly 

elevated.  

 Retracted vestibular folds. 

 Properly mixed vocal coordination. 

 Efficient closure of vocal folds. 

 No breathy phonation. 

 A mobile larynx posture (belting requires a high laryngeal posture). 

 Forwarded tongue posture.  

 Production of a twangy sound.  

 The jaw has the capacity to move freely. 

 

Belt-Mix: Exercise for Female and Male Voices  

Belting should not be confused with merely getting the chest voice up to the upper 

vocal register. This exercise’s aim is to create the awareness of both female and male voices 
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with regard to feeling how to apply a twangy sound to the mixed voice in the process of 

producing a belt-mix sound.  

This author portrays a similar exercise as in the mixed voice in order to get singers 

to link the mixed voice technique they have learned through just making some small 

adjustments when learning a new technical skill. The Mandarin word “nie” (捏) (to pinch) 

is used because it has the bright /i/ and /e/ vowel sounds. These vowels could also be of 

assistance to singers when they place the tongue in a forwarded position and get the lips 

spread to the side.  

Practice this exercise (Figure 29) ensuring that the singing tone is at the most 

comfortable range. Any keys can be used by singers to start and end the exercise. The octave 

basso (an octave lower than the female singers) can be used by male singers as they sing this 

exercise. Throughout the vocal range, make an effort to maintain a chest voice quality and 

minimise the use of air breath.  

Black notes mean that singers need to use the full chest voice in the singing exercise. 

Blue and red notes are an indication that the head voice should be applied. For detailed 

information on how the mix coordination should be done, refer to the section on mixed voice. 

Twangy sound can be added when singers want to maintain edginess, brightness, and 

loudness of vocal sound, especially after releasing a certain degree of the chest voice and 

bringing in more of the head voice in the upper range. It is the suggestion of this author that 

singers could begin bringing in the twangy sound in Bar 11 and maintain a similar sound 

right all the way to Bar 14. While adding the twangy elements, de-constrict the vestibular 

folds. 
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Figure 29: Belt-Mix Exercise 
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CHAPTER 3 

Yell-Like Belt Technique 

Yell-like belt can be described as a kind of voice quality which is mostly observed 

in non-classical singing styles. It is often heard in a lot of the ethnic music sung in different 

parts of the world. It is also a common feature of daily activities such as when children play, 

diners call for the attention of a waiter: “Roti canai satu, teh tarik kurang manis dua!” in 

Mamak restaurants, the yelling voices: “Ipoh, Ipoh, sekarang, sekarang!” often heard in bus 

stations in Pudu Raya, Kuala Lumpur, or when someone yells at a person who is annoying 

them. People across the world who come from different cultures produce similar sounds in 

both their daily lives and also when they sing. In brief, the yell-like sound can be described 

using various words: robust, awake, rich, strong, forward, straight, and loud.  

Different from belt-mix, the yell-like belt includes the tilting of the cricoid cartilage. 

The tilting of the cricoid cartilage makes the vocal folds shorter and thicker; allowing the 

vocal folds to remain closed for longer (Estill, 1994; Nawka & Wirth, 2007; Spiecker-Henke, 

2014; Steinhauer, Klimek & Estill, 2017). This results in a loud voice production.  

Strategy for Developing the Yell-Like Belt Technique: Tilting the Cricoid Cartilage 

Step 1. Locate the cricoid cartilage by first placing the index finger on the chin and sliding 

it down. Further slide the index finger down until a second bump-like cartilage, located 

below the thyroid cartilage, which is the cricoid cartilage.  

Step 2. While gently touching the cartilage, make the following scenarios with no sound 

being produced. As you do these, feel the cricoid cartilage as it moves:  
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 Your reaction after finding your passport which you have spent a long time looking 

for. Gasp in joy.  

 You have been looking for a long-lost friend for many years and suddenly you see 

him standing across the street. With a happy surprise, yell out his name.  

Step 3. Repeat Step 2 but this time with joyful sounds 

 Finally, you have found your passport and feeling happy, you shout “yeah.”  

 After seeing your long-lost friend, you shout his name from across the street: “Ali.”  

 

Developing Yell-Like Belt Technique  

Yell-like belt technique involves the instructions that follow:  

 A tilted cricoid cartilage. 

 A body which is properly aligned: the head and neck is elongated, the shoulder is 

slightly held down, knees are unlocked, the chest region is slightly lifted. 

 De-constricted vestibular folds. 

 Properly mixed voice coordination. 

 Efficient vocal folds closure with no breathy phonation. 

 Larynx posture is mobile (For belting, a high laryngeal posture is required). 

 Forwarded tongue posture. 

 Production of a twangy sound (in Twangy Yell-Like Belt). 

 The jaw has the capacity to move freely. 

 

Yell-Like Belt: Exercise for Female and Male Voices  

Step 1. This exercise should be performed in a standing position with the knees unlocked.  
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Step 2. With the use of power poses and a feeling of confidence, energise the mind. Adopt 

body postures for victory moments such as “Yes, we did it” or “celebrating when your 

favourite team scores”.  

Step 3. By touching the top molars, place the side of the tongue high. Imaging holding up 

the dentures, pay attention to the slurping inhalation of the small breath in the mouth. Feel 

the position of the tongue: high and forwarded.  

Step 4. With a body that is properly aligned and engaged, de-constrict vestibular folds and 

neither taking long deep breaths nor making any sound, yell out silently “eh” or “yeah” 

happily. Feel the high laryngeal posture.  

Step 5. Duplicate all the sensations and feelings and yell out with sound “eh” or “yeah” 

happily.  

Step 6. Repeat Step 5. Make the “yeah” sound three times and sustain it. Below is an 

illustration of what the exercise looks like.  
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Step 7. As is illustrated in the following example, put the yell-like belt in singing pitches.  

 

 

Until a comfortable high pitch is reached, move up a semitone each time. Singers may need 

to make an effort to de-constrict the vestibular folds when approaching a higher range. Make 

use of an octave leap beginning from B3 → C4 → C#4→ D4 → D#4 → E4 → F4 → F#4. 

Male singers could start their singing an octave lower than female singers. The pitch may 

differ depending on individuals with those who have a heavier voice starting the singing a 

pitch lower and those with a lighter voice could begin singing at a pitch higher. The vocal 

range can either be lessened or expanded. The information below is provided by the author 

as guideline.  

 Lowest male yell-like belt voice range: roughly around E4 to A4 and beyond 

 Low male yell-like belt voice range: roughly around G4 to C5 and beyond 

 High male yell-like belt voice range: roughly around G#4 or A4 to D5 and beyond 

 Low female yell-like belt voice range: roughly around G4 to C5 and beyond 

 High female yell-like belt voice range: roughly around C5 to F5 and beyond 
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CHAPTER 4 

Twangy Yell-Like Belt: Exercise for Female and Male Singers  

This exercise (Figure 30) aims to help singers develop awareness of how the yell-

like belt voice can be produced with a twangy sound. Throughout the exercise, the vestibular 

folds should be in a retracted position. While practising the singing tones, maintain the use 

of the twangy chest voice. Male singers sing an octave lower than the female singers.  

Choose from one of the provided options “yæ-yæ” (as in the word “bachelor” 

/ˈbætʃ.əl.ər/), “eh-eh” (as in the word “very” /ˈver.i/), or use “yæ-eh” when practising this 

exercise. The crotchet rest is an indication that singers must breathe in as quickly as possible 

with the tongue in a high and forwarded position. The prompt involving the holding up of 

dentures and listening to the slurping inhalation of the small breath in the mouth may be 

useful for singers. This exercise should be performed with the most comfortable singing 

range. Voice teachers may have to expand or reduce the vocal range to suit the needs of 

students. 
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Figure 30: Exercise Twang Yell-Like Belt  
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PART 5 

CHAPTER 1 

WARM-UP AND COOL-DOWN 

Physical and Vocal Warm-Up 

As an athletic artistic event, singing calls for excessive use of physical energy. Apart 

from that, it also calls for emotional and mental discipline. This, together with the optimal 

artistic needs required in singing, is the reason why singers are considered to be vocal 

athletes. In the same manner as in dancing, during a singing activity, the whole body is an 

instrument of expression. A singer who is considered to be professional uses his/her body in 

the process of producing sounds that will not only be aesthetically pleasing but also powerful 

enough to occupy the entire space where the performance is taking place. Hence, it can be 

said that the physical requirements needed for someone to be a successful singer are quite 

considerable.  

Taking part in a long recital, a pop concert, or an opera demands the kind of 

endurance that may be needed by a long-distance runner. It requires a distribution of effort 

over a long period of time. Voice effort, which usually calls for the involvement of energetic 

and lengthy activities, can also be witnessed, especially in pop music contexts. In such 

scenes, singers do not just need to deliver an outstanding performance, they also need to 
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involve, connect, and engage the audience through the use of sophisticated dance 

choreography2, at times wearing heavy costumes. 

It is the view of Schlömicher-Thier and Weikert (2006, p. 139) that professional 

singing needs to be looked at in the same vein as a high-performance sport. The reason for 

this is that it requires specific training conditions and top physical performance. The same 

authors also explain that singing is an athletic undertaking which calls for coordinated 

interaction and good physical fitness. 

Based on the reality that singing requires a high degree of muscle coordination, 

flexibility, and the use of muscles, just like in sporting activities and dancing, it is important 

to consider vocal and physical warm-ups ahead of a performance. These warm-ups may help 

singers to prepare the body and laryngeal muscles for high intensity and demanding vocal 

production such as belting. Warm-up is also an important activity for preparing singers to 

coordinate the voice, breathing, and laryngeal mechanism for the production of healthy and 

optimal singing. This is a view supported by Edwin (1988) who states that systematic 

 
2 Note should be taken that belters do not belt the entire song from beginning to end. This 

view is in line with that of Fischer (2013) who mentioned belting is reserved for the 

climax(es) of the song or involved just one or two belt notes in the song. Belting the whole 

song would be like having a conversation with a shouter (Fischer, 2013). Since belters only 

belt for a few notes, they can afford having greater body movements and may dance and sing 

before they belt. However, when they belt, they may reduce their body movements to prepare 

for the belt notes (see Appendix 7).  
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physical and vocal warm-up exercises have the effect of boosting laryngeal work and in the 

process take voice production to a state of optimum proficiency. 
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CHAPTER 2 

Objectives of Physical and Vocal Warm-Up 

Prevention of Injury 

Since singers are perceived as athletic artistic performers, it is important that, just 

like athletes, they involve in effective warm-up before starting any performance. This 

prepares them mentally for building concentration and prevention of injuries. Many voice 

professionals believe in the importance of warm up. They believe that it is vital for the 

development of healthy vocal techniques and habits. The muscles in the vocal folds can 

benefit from both warm-ups and stretching before intense activity. This is more important 

for vocal folds that are involved in high-intensity singing where the aim is to arrive at a rapid 

pitch as is the case in belting. An article written for Singen und Stimme Aktuell des 

Schwäbischen Chorverbandes (Fuchs, 2008) emphasises the importance of warming up of 

the vocalist’s body muscles and voice instruments, with the aim of avoiding vocal injury 

before lengthy rehearsals or performances.  

The warm-up routine for singers is the same as that done by athletes who warm their 

muscles up before starting any training or sports events (Fuchs, 2008). This view is also 

supported by Sandage and Hoch (2018) who note that there is a general belief that vocal 

warm-up has the effect of increasing blood flow to the muscles which will be used during a 

singing performance. Increasing the amount of blood going to a muscle and increasing the 

muscle temperature reduces the possibility of injuring that muscle (Brooks & Fahey, cited 

by Schneider, Saxon, & Dennehy, 2006, p. 305). Ribeiro et al. (2016) agree that warm-up 

has the effect of increasing blood flow, and the oxygen into the muscles while also making 

the tendons, muscles, and ligaments more flexible. This results in greater glottal closure and 
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more flexibility of the vocal folds so that they can be shortened and stretched properly during 

frequency variations (p. 1457).  

Optimizing Artistic Vocal Performance  

To sing well, a performer should involve the entire body and muscles at different 

phases of the performance. This view is supported by McCoy (2015) who states that the 

body needs to be engaged muscularly with enough strength to build the pulmonary pressures 

needed to maintain phonation. This means that singers who want to perform well should 

engage themselves both mentally and physically. To achieve this, the singer should involve 

in warm up so as to condition their whole body for the demands of the vocal performance.  

According to Gaál (2005), a physical warm-up for vocalists can be equated to the 

tuning of instruments by members of an orchestra before a performance. The same author 

agrees that physical warm-up is a way of preparing the bodies of singers "for immediate 

response to their beck and call" (p. 77). Based on these views, it can then be noted that a task 

like belting, which requires a high-intensity and high-energy singing sound, while also 

involving a great degree of muscle activity across the body, can benefit from a proper warm-

up which will help belters to prevent and decrease excessive tension of the vocal muscles 

(Estill, 1988). This will result in optimal vocal performance. 

Creating Body Awareness 

In order for an individual to sing, they need to move, whether they are singing 

classical or CCM styles. Often, apart from singing, a singer has to dance, act, shift and move 

around a stage. Compared to classical singers, vocal tasks of CCM singers like belters can 

be more demanding. Belting is presented as a high-efficiency phonation and needs a high 

level of body engagement. Focusing attention on the entire body posture and muscles before 
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a performance or vocal lessons can be a good thing for vocalists, particularly those involved 

in belting.  

This body awareness practice could help avoid injury to the vocal folds by releasing 

avoidable muscular tension. To be aware of the whole body involves being able to assess the 

alignment of the body with the aim of achieving a proper body posture, being aware of and 

releasing unnecessary muscle tension in the muscle. This is a view supported by Emmons 

and Thomas (1998) who say that being conscious of the body is the initial step for someone 

who wants to feel good. The same authors also indicate that this is also important for 

preparing the mind. Singers should be aware of bad habits in a posture so that they can 

replace them with the good ones. 

Stabilizing the Body, Head, and Neck  

Efficient vocal production depends on the proper engagement of the muscles in the 

head and neck. This is the case for both CCM and classical singers. Smith and Sataloff (2003) 

advance the view that body posture is important because it has an effect on breath efficiency 

to support musculature, and consequently the degree of tension or efficiency with which the 

muscles in the larynx are used when singing. In the process of explaining the manner in 

which body posture can have a huge impact on the breathing system, Cleveland (1998) notes 

that a torso which is twisted or a spine which is not properly aligned can negatively affect 

the recoil forces within the breathing system. This is an observation which Steinhauer, 

Klimek and Estill (2017) agree with when they say that enhanced posture makes it possible 

for respiratory muscles to work well.  

When a torso is properly stabilized, it engages muscles in different areas of the body: 

the back of the spinal column, the chest, and rib cage. The result of properly engaging these 
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muscles is a powerful and stable vocal production, whether one wants to use the singing or 

speaking tone. Also, when the head and neck muscles are “anchored”, or stabilised, they 

make it possible for the smaller muscles which control the vocal folds to fine tune their 

adjustment since the external frame is well supported (Steinhauer, Klimek & Estill, 2017). 

High energy voice production, such as belting, depends on the vital work of the body, neck, 

and head which are all engaged and properly aligned. When the posture is collapsed, the 

result is a voice production which lacks core. A proper posture also has the effect of giving 

confidence to performers.  

McKinney (2005) advances six reasons why singers need to pay attention to proper 

body posture.  

 It makes it possible for the skeletal framework and the muscular components of the 

body to use energy efficiently as they perform their basic functions.  

 It allows the breathing mechanism to use energy more efficiently as it fulfils its 

basic function.  

 It ensures that the vibrator and resonators of the vocal instrument function at their 

optimal.  

 It gives the singer a feeling of well-being and confidence. 

 It makes the audience react more favourably to the singer.  

 It relives a lot of the fatigue and tension which results from sitting for extended 

periods of time. 
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CHAPTER 3 

Beltercise 

Generally, warming up and working on the technical skills of the voice requires 

natural creativeness to meet the needs of individuals. However, it is the conclusion of this 

author that when the structure of warm-up is organise and work on the voice technical skills 

is systematic, the efficiency of the voice is improved. This point of view is shared by Shewell 

(2009, p.77) who says,  

Spontaneity is vital for all of us who work with voice. Whether in a medical or an 

artistic context, some of the best exercises are invented at the moment of creativity 

when practitioner and client are in tune with each other. But spontaneity needs a 

foundation of experience. Most of us do need to start with some sort of a plan. 

 

Based on these observations, it can be argued that a well-structured warm-up exercise 

is an important element in teaching the belting technique. This author has coined the word 

beltercise to denote warm-up exercises for belters. The need for specific belting warm-up 

exercises emanates from the fact the standard warm-up exercises like lowering the larynx to 

create a bigger space at the back of the throat are not always appropriate.  

Beltercise makes available a framework for doing a physical and vocal warm up for 

the belt voice. Both these components can be used as central references for voice teachers 

who want to help learners warm up the voice before becoming involved in belt lessons. 

However, these exercises are mere suggestions. Voice teachers are generally free to create 

warm-up exercises based on the needs of their students using these beltercises as a reference 

point. 
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Structure of Beltercise 

1. Physical Warm-Up Exercises 

Usually, singers participate in other exercises before attending voice lessons. These 

activities, including talking, singing, and carrying heavy loads and may have a negative 

impact when learners come for their voice lessons. This is the reason why voice teachers 

may need to consider the physical exercises suggested in this section before they start 

teaching. This will assist students to be prepared for very demanding vocal tasks such as 

belting.  

This author suggests the following vocal and physical exercises for voice teachers to 

use in voice studios. The main aim of these exercises is to build the belt voice.  

1.1 Energizing the Body  

Ahead of using the voice and engaging the bigger muscular activities, students could 

start with the gentle body exercises which are suggested below. The aim of such exercises 

is to lengthen the torso, wake up the body and prepare it for the task of singing using the 

belting voice. The secret is to make the exercises as interesting as possible. A feeling of 

happiness should be maintained throughout the exercises.  

1. Either run or walk on the same sport for about 30 seconds.  

2. Wake up the body by: 

 Tapping on the head and face for between 10 and 20 seconds.  

 Slap inside, outside, the upper, and lower parts of the arms and legs.  
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 With fingers pointing to the ceiling, stretch the left arm and slap the side of the rib 

cage up and down a few times with the right hand. Change sides and repeat with the 

right arm.  

 Slap the whole chest region and abdominal area several times.   

 Clap your hands for between 30 and 50 times.  

 While keeping the knees relaxed, stretch one arm up and pretend that you are picking 

fruits off a tree. Change sides and repeat the process. Repeat this exercise several 

times.  

 Shake the hands and feet at the same time, for about 30 seconds.  

 

1.2 Body Posture 

There are a number of reasons and vocal habits which lead to poor head posture, 

resulting in tension in the neck and shoulders. A bad head posture and tensed shoulders and 

neck may have a negative effect on the function of the larynx. This also negatively affects 

efficient voice production. Rubin, Mathieson & Blake (2004) advance the view that an 

imbalanced neck may possibly lead singers to find challenges at the top voice range which 

can result in breathy phonation. It is the view of this author that such tensions are common 

with the following types of students even before they attend lessons:  

Those who:  

 Carry overloaded rucksacks or school bags the whole day. 

 Spend hours at work sitting in front of a computer screen. 

 Use smartphones and tablets frequently. 

 Spend hours playing computer games. 
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 Spend hours practising music and carrying their instruments. 

 Added to these, CCM, gig, and Karaoke singers usually perform carrying 

microphones and have to read music sheets from electronic devices. Holding a microphone 

while singing may lead to a misaligned and forwarded head posture as singers need to bring 

their head towards the microphone. The same happens when singers read sheets with their 

heads in a forwarded position. Sometimes, they have to tilt their heads to the side as they 

sing leaning towards a microphone placed next to an instrument, like a keyboard or a piano.  

With the aim of minimizing injury, voice teachers may suggest that singers memorise 

songs or bring the microphone towards their heads as opposed to moving their heads towards 

the microphone. This could also be solved by using an ear-set microphone. The exercises 

that follow may help singers to become conscious of a properly balanced neck position while 

also reducing tension in the shoulders. This basic awareness is useful for any type of healthy 

voice production. The secret is to ensure that these exercises are as enjoyable as possible and 

help singers to stay happy throughout the entire exercise.  

1.3 Head Posture Alignment  

Prompt 1: One Hundred Convergence Point or Baihui (百会) 

Elongate the spine and align the ears above the shoulders. Think of concentrating the 

energy towards the One Hundred Convergence Point or Baihui (百会) (Figure 31).  
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Figure 31: Baihui sits on top of the head. Neck tensions may be avoided by lifting the 
Baihui point while proper neck alignment is encouraged. It may result in stabilization of the 
whole body and correct any misalignment (Newton, 2015).  

 

Prompt 2: A Plus Symbol “+” 

Imagine that an extremely long pencil is attached to the top of the head. The head of the 

pencil goes as high as the ceiling. Using this long pencil, write the plus symbol “+” a number 

of times. Ensure that the movements are small and gentle and the pencil is touching the 

ceiling at all times. While doing this, keep the spine elongated. 

1.4 Releasing Inappropriate Muscular Tension 

To create the desired belt voice, a singer should use a lot of energy, both vocal and 

body. This is obvious. However, many voice teachers may think that all tension is bad, and 
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thus encourage their singers to always be relaxed. This is a practice this author disagrees 

with. The absence of appropriate tensions while belting may result in poor voice production. 

Unless there is an agreement between the voice teacher and the learners, this author believes 

that some traditional approaches like the “singing with complete relaxation” and “singing 

naturally” should be eliminated, particularly in belting.  

Singers require relevant and healthy body tensions which makes it possible for them 

to support the desired powerful voice production. To change the lengths of the vocal folds 

and also to close and open them, there must be some necessary tensions in the finer laryngeal 

muscles. Shewell (2009) uses a fitting example which equates singers who perform without 

applying the right amount of tension with someone who falls asleep in the train. The head 

will tilt from side to side while the jaws will just fall open. In support of this view, McCoy 

(2015, p. 595) makes the following statement:  

Muscular tension is our only means to produce the energy that is required for 

performance; therefore, significant tension is an inescapable necessity in singing. 

Without tension, we cannot maintain our posture and alignment, cannot breathe, 

cannot phonate, cannot articulate language, and cannot communicate (dramatically) 

with our audience.  

Based on the views above, it can be concluded that it is prudent for voice teachers to 

encourage students to apply the appropriate amount of energy and tension. Tension should 

never be confused with stiffness or rigidity.  
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1.5 Releasing Irrelevant Neck and Shoulder Tensions  

Prompt 1: Look Left and Right  

Imagine having a floating head posture. Slowly and gently rotate the head to the left as far 

as possible without causing discomfort, then do the same to the right a few times. Pay 

attention to any unnecessary tensions, especially in the neck and tongue and release such 

tension when you feel it. While you do this, breathe in and out gently. 

Prompt 2: Joy of Imperfection  

Voice teachers may also encourage students to feel the difference when they have an 

unbalanced head posture, such as the posture they adopt when reading a message from a 

smartphone. Gently move the head forwards and then bring it back to a well-balanced 

position. Keep breathing and feel the difference.  

Prompt 3: Back Neck Rub  

Place both palms on the back of the neck. Rub the back of the neck with the fingers for about 

30 times.  

Prompt 4: Yoga Stretch  

Gently bring the chin towards the chest, bend the left ear in the direction of the left shoulder. 

Place the fingertips of the right hand over the right ear and apply gentle pressure while 

stretching the head to the left. Hold this position for between 10 and 20 seconds. Repeat this 

on the other side. To avoid voice constriction and lengthening the spine, singers are reminded 

to de-constrict vestibular folds while holding this stretched position.  
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1.6 Releasing Shoulder Tension  

Prompt 1: “Lift Me Up Before You Go”  

Easily and slowly lift and let go of the shoulders several times. 

Prompt 2: Shopping Queen  

Imagine yourself at the grand sale where you are holding four shopping bags. These bags 

are very heavy. Keep the shoulders slightly to the back and lowered. 

Prompt 3: Magic Door  

Before starting voice lessons, gently stretching the pectoral regions may guide singers to 

reset to the proper shoulder position. This may help to achieve a more effective voice 

production. To complete this exercise, singers stand between two door frames and stretch 

both forearms against the door frame and ensure the elbows are kept at 90-degree angles. 

This can be followed by slightly leaning forward through the doorway. This position should 

be held for between 20 and 30 seconds. While breathing, retract the vestibular folds. 

1.7 Releasing Abdominal Muscle Tension  

 Voice teachers usually stress the importance of applying diaphragmatic breathing 

work during singing. Instructions such as, “sing or support from your diaphragm”, “breathe 

with your diaphragm” and “hold the breath with your diaphragm” are commonly used in 

voice teaching. In particular teaching situations, voice teachers may also refer to the 

abdominal region as the diaphragm. However, this is a misconception because the diaphragm 

is a huge muscle situated at the base of the lungs and cannot be felt. The aim of good singing 

and effective belting is to ensure that the abdominal area is left free so that diaphragm can 
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perform its respiratory functions. This helps in the production of a good and effective voice 

production while the muscles of the abdomen are relaxed (Morris & Hutchison, 2017). In 

belting less airflow is used because vocal folds are staying together longer, this means the 

closed quotient is maintained in a longer position when performing this voice quality (Hein, 

2010; Kempfer, 2014). Technical guidance which involves creating the belting voice by 

holding the abdominal area and maintaining air volume is not an effective method for belting 

learners.  

Prompt 1: Release and Drop  

Step 1. Either sit or stand comfortably and place both hands in the abdominal area. 

Step 2. Gently and slowly exhale all the air out of the body. While doing this, feel the inward 

movement of the abdomen. Both hands are moving in slowly.  

Step 3. When it feels like all the air has left the body, take a new breath (both hands will be 

pushed out) and produce a long /s/ sound and maintain the sound until all the air has left the 

body. Observe the abdominal area and the movement of the hands while making the /s/ 

sound. Repeat this exercise several times. Avoid breathing in deliberately; let the air “drops” 

in by releasing abdominal tensions. If the abdominal muscles are firmly supported or held, 

singers may find it challenging to let the air drops in. In this case, try not to support or hold 

the abdominal muscles firmly.  

Step 4. Repeat the same exercise by using a /v/ or /z/ sound. 

Prompt 2: Put on the Qipao  

Step 1. While standing comfortably, place both hands in the abdominal area. 
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Step 2. Female singers can imagine attempting to put on a very tight Chinese dress while 

male singers should imagine trying to put on a tight pair of jeans. Deliberately pull in the 

abdominal muscles, pretending that you want to put on a tight pair of jeans or a dress. With 

both hands, feel the muscles in the abdomen. 

Step 3. Keep that same sensation, now pull the abdominal muscles in while exhaling with 

the /s/ or /f/ sound. Sustain this sound until you feel as if all the air has left your body. 

Step 4. Let the air “drops” in. 

Step 5. Pay attention to how the air rushes when the muscles in the abdomen are released.  

1.8 Releasing Jaw and Tongue Tensions  

There is a close connection between the jaw, tongue, and the larynx because of the 

ligaments and muscles which join them. This is the reason why tension on one has an effect 

on all the others. This is a point of view shared by Miller (1986) who says that when there 

is tension on the mandible (the lower jaw) there is usually a mutual rigidity experienced by 

the muscles in the tongue, and it eventually transfers to the larynx. This is why most voice 

pedagogues consider exercises that reduce tongue and jaw tensions. Tensions in the muscles 

of the tongue and jaw may also pull the velum down. This may negatively affect anyone who 

needs to produce an effective non-nasalised belt sound. Chapman (2006) advances the 

explanation that when the velum is pulled down as a result of tension in the muscles of the 

tongue root and jaw, the sound produced may be dull and muffled. 

The exercises below are designed to help release any irrelevant jaw and tongue 

tensions when belting. The body needs to be in proper alignment when performing all of 

these exercises.  
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Prompt 1: Tongue Gymnastics with a Still Jaw  

This is an exercise which encourages the production of a belt voice with a jaw position 

comfortably dropped and the tongue in a forward position. 

Step 1. Comfortably, slightly drop the jaw.  

Step 2. Touch the lower jaw with the index finger. This is an effective technique for 

preventing a jutted jaw.  

Step 3. While keeping the jaw still, move only the tongue when you say the following words: 

“Daily, Daily, Day” or in Mandarin to come “来 (lai), he has arrived “他来了” (ta lai le) or 

in Malay: “Ali tidak ada tali” (Ali has no rope). Pay attention to the tongue as it moves while 

the jaw is still. Use the index finger to monitor if there is any movement of the jaw while 

performing this exercise.  

Step 4. Within a comfortable vocal range, say the “Daily, Daily, Day” or “他来了” (ta lai le) 

or “Ali tidak ada tali” in a 1-2-3-4-5-4-3-2-1 pattern (see the example below). The major 

aim of this exercise is to release tension from the jaw and tongue. 
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Prompt 2: Leela Has Three Cloths/Daily, daily, day 

Step 1. Place both palms at the back of the neck. With a slightly dropped lower jaw, place 

two thumbs on it. This may help to avoid a jutted jaw. Place the other fingers at the back of 

the neck.  

Step 2. With the jaw still in a slightly dropped position say, “Leela has three cloths” in the 

Malay language, “Leela ada tiga helai kain” or “Daily, daily, day” several times. 

Step 3. Be conscious of the tongue moving while the jaw is still.  

Step 4. Pitch the text with ascending and descending scales. The exercise is 

illustrated below: 

 

 

Prompt 3: Pada Zaman Dahulu… 

Step 1. Gently bring the lower and upper teeth together.  

Step 2. Keep the teeth slightly closed as you say the following: 

Pada suatu hari Kancil sedang berjalan-jalan di hutan. Tiba-tiba perutnya terasa 

lapar. Lalu ia melihat ada banyak buah segar yang ada di seberang sungai deras. 

Kancil pun bingung, bagaimana caranya ia dapat melewati sungai untuk 

mendapatkan makanan. Akhirnya, Kancil menemukan ide cemerlang untuk dapat 
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menyeberangi sungai. Lalu Kancil pun memanggil seekor buaya yang tinggal di 

dalam sungai. 

(Source: https://www.jakmall.com/blog/kumpulan-dongeng-si-kancil-legendaris-terbaik/) 

Or 

Happy birthday to you … 

 

Step 3. Slightly release the jaw and separate the teeth, and then read the text again. Pay 

attention to the difference. 

1.9 Retracted Vestibular Folds  

Effective belting should be done with de-constricted vestibular folds. An effective 

way of accomplishing this involves a silent laugh posture. This de-constricted or retracted 

vestibular folds position is regarded by many voice pedagogues as the open throat. 

This warm-up exercise has been designed by this author with the objective of 

preparing singers for the vocal condition of belting, and also to awaken the body. When 

performing this exercise, singers should maintain a retracted vocal folds position and give 

the body enough energy to perform this task. 

Role Play: Happy Belter 

Step 1. Choose and write a happy dialogue of highly motivated drama script.  

Step 2. The following dialogue is provided as an example. The scene should be acted in a 

standing position with a happy feeling. Do not make any sound while saying the text.  

Student: “Mr. Chen, I am so happy today!” (Act happily) 
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Teacher: “Wow, what happened?” 

Student: “I am invited to sing at Carnegie Hall next month.” 

Teacher: “That’s cool. What’s your programme?” 

Student: “I will prepare some belt songs. I like to belt!” 

Teacher: “That’s great. I am happy for you!” 

Student: “Yeah, I did that! Yeah!” (Shout for joy here but without making any sound.) 

Even though the content of the conversation can be changed, the following elements should 

be maintained. The conversation must be:  

 Happy and between two or more people. These can be a teacher and student or a 

teacher and several students, or students on their own.  

 Short and easy to comprehend.  

 Pantomime—meaning that the whole scene should be acted without making a single 

sound. 

Students should:  

 Be encouraged to feel an opened-throat space. The exercise should be conducted in 

a de-constricted vestibular folds condition.  

 Highly energise and motivated. They may also be conscious of the engagement of 

the whole body.  
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1.10 Engaging the Latissimus Dorsi  

Latissimus dorsi is the name given to two broad muscles located in the lower back. 

Their engagement could assist in stabilizing the body and voice in phonation, particularly 

belting which requires all the muscles in the body to be involved. It is also the contraction 

of the latissimus dorsi which makes it possible for the chest to take an expanded posture. 

According to Jennings (2014), the engagement of the latissimus dorsi may help to get rid of 

unnecessary tension in the muscle during belting.   

Prompt 1: Back Day  

Step 1. Start with a standing position. There should be a proper alignment of the whole body 

and the knees should be in an unlocked position.  

Step 2. With hands on either side of a thera-band, hold it overhead. 

Step 3. Engage the back by slowly by lowering the elbows in the direction of the chest and 

breathe out. 

Step 4. Return to the starting position and breathe in.  

Step 5. Repeat the same exercise a number of times and engage the muscles in the lower 

back.  

1.11 Engaging the Pectoral Muscles  

The primary job of the pectoral region within the chest and the pectoralis major and 

minor muscles is to elevate the ribs. According to Hixon, Weismer and Hoit (2018, p. 16), 

when the pectoralis major contracts, it pulls the sternum and ribs upwards. On the other hand, 

the pectoralis minor muscles help to lift the second through fifth ribs. The elevation of the 
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rib cage is advantageous for singers. Chapman (2006) reports that singers may purposefully 

use the pectoralis muscles when producing the belt voice. In the view of Steinhauer (2015), 

engaging the pectoralis major muscles makes free and intense vocalization possible.  

Prompt 1: Magic Door  

Dayme (2009) says round shoulders cramp and hinder the movements of the chest, which 

consecutively may have negative effects on voice production. Gentle stretching across the 

pectoral region before starting voice lessons could guide singers to correct rounded 

shoulders. Singers may stand between a door and locate both of their forearms against the 

door frame by maintaining the elbows at 90-degree angles and leaning slightly forward 

through the doorway. This position should be maintained for between 20 and 30 seconds. 

Continue to breath and retract the vestibular folds. 

2. Vocal Muscles Warm-Up Exercises 

2.1 Moving the Larynx  

Effective belting requires a high larynx position. The exercise below could be used 

during warm-up sessions in the voice studio. 

Prompt 1: Siren Up and Down 

Step 1. Imitate the ambulance siren sound with the “ng” sound at the top.  

Step 2. While making the siren sound up and down, feel how the larynx moves to a different 

position.  

Step 3. After the larynx has moved up and down, aim to maintain the siren “ng” sound at the 

top.  
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Step 4. Make the “ng” sound at the top of the vocal range a few times and then allow the 

vocal range to lower.  

 

Prompt 2.: Little Happy Witch  

The little happy witch exercise is another warm-up exercise that can help to position the 

larynx. Make an /i/ sound, pretending a little happy witch is flying up and down from one 

place to the next on her broomstick. Feel the larynx moves up and down while the. Make the 

sound as tiny as possible.  

Prompt 3: Darjah Satu 

Pretend to be a school kid and say “My name is Tini. I am in primary one” either in the 

Malay language, “Nama saya Tini. Saya murid dalam darjah satu” or “wo shi Tini. wo du yi 

nian ji ban” in Mandarin. Feel the high larynx posture. Perform this exercise gently. 

2.2 Warming Up the Head Voice  

To create a healthy belt mix voice quality, singers may need to engage the head voice 

quality. Hence, being conscious of the head voice is important in voice lessons.  

Prompt 1: Little Happy Witch Learns How to Fly with the Magic Broom. 

The following warm up exercise has two parts. The first part comprises of the general view 

and a brief description of the role of playing the part of a happy witch. The second deals with 

the warming up of the head voice.  

First part  

Picture 1. Imagine yourself as a little happy witch. You have a tiny body the size of a fairy.  
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Picture 2. You are extremely excited after finding a magic broom.  

Picture 3. Even though you have no experience flying, the excitement of the wonderful 

broom you have just found inspires you to try, but you do this in secret. There is only sound 

which can trigger the broom to fly: “oo” or the vowel /u/.  

Picture 4. You are planning to fly from Kuala Lumpur to Bangkok.  

Second part  

Step 1. Imagine sitting on the broom with your knees in a slightly bent position and the 

posture of the body is comfortably erect.  

Step 2. You are flying with a broom for the first time. The attempt is clumsy and makes you 

feel as if you are riding in a roller coaster. Use the magic spell “oo” and sustain it at the same 

pitch throughout the journey. Use ascending and descending pitches. When you fly higher, 

make the pitch higher and when you fly lower, make the pitch low. Use the picture below as 

a guideline.  
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Step 3. Repeat this exercise a few times. Students may fly from Bangkok to Kuala Lumpur 

and back again to Kuala Lumpur. While doing this, airflow should be as low as possible and 

the “oo” sound should be as small as possible when starting to fly. Across the journey, the 

high and low pitches should be comfortable.  

Prompt 2: Baby Wolf Howling 

Make a baby wolf howling sound using the vowel /u/. Pitch the /u/ sound from high to low. 

The sound should be small, airflow as low as possible, and produced with retracted vestibular 

folds position. 

2.3 Warming Up Chest Voice or Speech-Like Voice Quality  

Belting voice is associated with a voice production which is speech-like. The 

exercises that follow may guide singers when practising and developing the speech-like 

voice quality during warm up sessions. Singers may feel that it is easier to apply and relate 
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to the speech-like voice quality to chosen belt songs. With the aim of guiding singers to find 

speech-like quality, this author has created the exercises in Part 3, Chapter 9. Voice teachers 

may also use the exercises in Chapter 9 as warm-up exercises. 

Prompt 1: Harry Potter’s Magic Spell: “Expelliarmus” 

Step 1. Stand in a posture which indicates readiness to defend yourself in a fight.  

Step 2. Using a clear tone, say the word “Expelliarmus”. This is a disarming spell used in 

the Harry Potter movie to force opponents to release whatever it is they were holding in their 

hands. This magic spell should be said with a speaking voice that is well projected.  

Step 3. Using different pitches, say the magic spell a number of times within a comfortable 

range. Retract the vestibular folds.  

Step 4. Using the 5-4-3-2-1 pattern together with the word Expelliarmus. In the entire 

exercise, maintain the speaking voice and ensure speech is as clear as possible. The warm-

up exercise is illustrated below. 

 

 

Prompt 2: The New Miss Universe is …. 
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 Singers can pretend to be Steve Harvey announcing the Miss Universe winner with 

an excited and clear calling voice.  

 Singers may imagine themselves as a ring announcer like Michael Buffer or Jimmy 

Lennon Jr., when they introduce the competitors to the audience. Use a speaking 

voice which is energetic and excited.  

 

2.4 Preparing for the Twangy Sound  

Generally, twang is linked to the bright, loud, and brassy type of voice production. It 

is created by narrowing the aryepiglottic sphincter and can be heard both in speech and 

various styles of singing. Singers who use the twangy sound usually aim at creating a voice 

which is forwarded and piercing in nature. This is a view shared by Lott (2014) who makes 

the observation that twang puts a “ring” to the singing voice quality. It can either be oral or 

nasal.  

The warm-up exercises below are designed to prepare singers to apply the twang 

sound in belting. 

Prompt 1: Hungry Cat Meows  

Produce the cat’s meow sound several times. The sound must be bright and small with the 

tongue posture high. The space inside the oral cavity should be small. 

Prompt 2: Pinch His Face  

Step 1. Say the Mandarin word pinch “nie” (捏) or “nyi” like the Malay word “nyanyi” (to 

sing) or in Russian “nie” (no) a few times. The sound should be small, witch-like, twangy, 

bright, and edgy.  
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Step 2. While maintaining the edginess and brightness of the sound, with the vocal range in 

a comfortable position, use the exercise below with twang. All singing tones should be made 

with the twang sound. Male singers can sing an octave lower. 

 

 

 

2.5 Warming Up the Belt-Mix Voice Production  

The aim of this warm-up exercise is to make singers conscious of the mix-

coordination of the head and chest voices. This mix coordination is vital when creating the 

belt-mix voice production. This is an exercise that should be applied towards the end of the 

warm-up session when singers feel that their physical condition is now prepared for the vocal 

task and the head and chest voices have been properly warmed up. 

Exercise: Belt-Mix Warm Up “I Want to Wear My New Socks”  
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Using the 1-3-5-7-7-7-7-5-3-1 pattern, happily sing the following text “I want to wear, wear, 

wear, wear my new socks”. Depending on singers’ situations, female singers may start with 

a pitch at around A3 while male singers start an octave lower. The term “wear” has been 

selected deliberately so that singers maintain their mouths in a slightly spread position when 

singing the top notes. In the same way, the Major 7th arpeggio chord pattern is deliberately 

selected as it is suitable for pop music styles.  

While singing the top pitch using the word wear, both male and female singers can mix the 

chest and head voice qualities. A more detailed explanation on finding the chest-dominant 

and head-dominant voice productions can be found in Part 3, Chapter 9 and 10. 

 

 

2.6 Warming Up the Yell-Belt Voice Production 

Yell-like warm up exercise should be done after singers have completed the belt-mix 

warm up exercises and are vocally and physically prepared for a high-intensity singing 

technique. 

Exercise 1 

Use the same exercise like the one in the roleplay in “Happy Belter”. Proceed from the end 

of the dialogue “Yeah, I did that! Yeah!” but this time around include the sound “Yeah!” 
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while engaging the body and yelling happily. De-constrict the vestibular folds and keep the 

tongue forwarded. The exercise is illustrated below.  

(Continue from the dialogue…) 

Teacher: “That’s great. I am happy for you!” 

Student: “Yeah, I did that! Yeah!” (At first shout for joy without making any sound). “Yeah!” 

(Without taking in any breath, make a happy “yeah” sound here). 

Exercise 2 

While maintaining the yelling sensation, call out the word yeah three times. You may also 

use “Yeah-Eh-Eh” or “Eh-Eh-Eh” in this exercise.  

3. Cool-Down Exercises 

To maintain vocal health, cooling down the voice instrument after doing strenuous 

vocal tasks is just as important as warming up the voice before using it. This is especially 

the case in high-intensity type of voice production such as in belting. This is a view also held 

by Riley and Carroll (2015) who say that vocal injury can result from inappropriate or 

insufficient cooling down after a performance. The cooling-down process also takes the 

voice to its normal state after being strained by rigorous singing exercises so that speaking 

can be comfortable. Sandage and Hoch (2018) also explain that the cool-down routine serves 

the role of returning the laryngeal framework back to its neutral position after heavy use 

outside its normal range.  

This author suggests the following cool-down exercises for belters. Voice teachers 

may adapt the vocal range according to the needs of the students.  
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Exercise 1: Using the consonant /m/ sigh gently from the top note to the bottom range until 

the “creak” or vocal fry sound is produced. Sustain this sound for between 3 and 5 seconds. 

Repeat this exercise a number of times.  

Exercise 2: Repeat exercise 1. This time, after making the creaky sound say the numbers 

“one, two, three, four, and five” gently and clearly. 

Exercise 3: This exercise is taken from Ragan (2018, p. 522): Hum /m/-/i/-/m/-/e/-/m/-/ɑ/-

/m/-/ɔ/- /m/-/u/ on a continuous single note, each syllable receiving a one second duration. 

Starting pitch should be C5 descending to C4. 
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PART 6 

WHAT ABOUT BREATHING? 

Breathing in Belting 

Breath management is frequently highlighted in the Western classical voice literature 

and incorporated into singing lessons, with voice teachers demonstrating breathing 

techniques to students as a fundamental aspect of vocal training. Since many classically 

trained singers face challenges in establishing a full-time performance career, it is often a 

natural path for singers to utilise their skills by becoming voice teachers. With an increasing 

demand for CCM and belting training, many of these teachers therefore offer voice training 

to students interested in pop music. However, it is important for teachers to consider their 

own knowledge gaps if they have not received formal training in contemporary singing 

techniques. Additionally, when seeking guidance from existing research and materials on 

CCM singing and belting, it is also important for teachers to consider the background of the 

authors, as classically trained voice experts may offer misguided advice geared towards bel 

canto singing. By remaining open to continuously developing their pedagogical knowledge 

in line with demand for contemporary voice training, teachers can be confident that they are 

teaching students the most appropriate, effective and safe techniques.  

If the breathing techniques adopted in classical singing are applied to belting and 

CCM singing without accounting for the unique mechanics and characteristics of these 

contemporary singing styles, this could not only hinder learners’ performance but also 

increase the risk of vocal injury, resulting in coughing or voice cracking (Fischer, 2013). 

Therefore, it is important that singing teachers are informed about both the technical and 

stylistic differences between classical and contemporary singing. Over the last few decades, 



136 
 

numerous voice researchers and experts have noted that the belting technique requires 

significantly lower airflow than classical singing (Estill, 1980, 1988; Schutte & Miller, 1993; 

Bestebreurtje & Schutte, 2000; Hein, 2010; Fischer, 2013; Scearce, 2016). As Estill (1988) 

notes, belting is a loud, bright, high-intensity technique, with singing volume determined by 

the duration of contact between the vocal folds. Estill further explains that unlike classical 

singing, this does not require the singer to support the air flow or take in a greater amount of 

air. However, classically trained singing teachers often teach what they have been taught, 

which is to sing with the diaphragm, use the diaphragm for support, and to inhale deeply to 

support vocal tone. Whilst this advice is typically well-intended, it is essential that voice 

teachers provide learners with guidance that is tailored to contemporary techniques and 

grounded in evidence-based pedagogy. For this reason, breath management is deliberately 

excluded from this teaching guide. Instead of focusing on breathing, which is less relevant 

to the belting technique, this teaching guide focuses only on the strategies that will help to 

develop strong and healthy belt voice production. In the case of belting, the main focus for 

students and teachers must be to develop the chest voice and balancing chest and head voice 

mechanisms. 
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DISCUSSION 

Dancers and athletes are conscious of the need to warm up before performing any 

strenuous physical exercise. As vocal athletes, singers also need to adopt the same attitude. 

This will help them to be physically and vocally prepared for the rigorous vocal tasks they 

are about to involve in. This can also assist in avoiding vocal fatigue. Riley and Carroll 

(2015, p. 330) note that when the warm-up before a rehearsal, practice session, or 

performance is inadequate, there is a high risk of injury during the performance. There is 

also an added risk of poor performance. In the same vein, as dancers and athletes understand 

the importance of warm-up, they also understand the importance of cooling down. Vocal 

cooling down is also just as important because it decreases the risk of vocal damage. Ragan 

(2018) concludes that vocal cooling down can lead to faster recovery time, a faster return of 

the speaking voice to its normal speaking state, while also creating a significantly improved 

sense of vocal well-being after singing for a long time. 

Belting is a powerful type of voice production. The demand for the belt voice is 

growing at a fast rate. Even people who have exceptional belting skills need proper warm up 

and cooling down. This ensures good vocal function. This is a vocal habit that needs to be 

emphasised in vocal teaching and also in vocal performance to avoid vocal injury or 

phonotrauma. 

  



138 
 

CONCLUSION 

Providing a fixed definition for belting technique and its style is difficult. There are 

variants in belt voice qualities which are hard to identify for voice teachers, especially 

teachers who are not familiar with the pop voice production. It is the aim of this teaching 

guide to provide the basic teaching tools in teaching belting technique, rather than discussing 

and providing a fixed definition for the belt voice. The exercises and strategies in this 

teaching guide provide the basic tools for classical singing teachers to increase their 

confidence in teaching belting singing.  

Voice teachers may get the general view that applying classical singing techniques 

to belting is not helpful in creating a desired belt voice. Most of the time, belting requires 

the opposite of the classical singing technique. There is no one belt voice. A singer’s voice 

is individual, so voice teachers should encourage students to develop a unique and most 

appropriate “belt print” in the journey of learning belting technique. In addition, more fact-

based belting teaching materials are needed in the field of voice pedagogy, to encourage 

more effective belt voice teaching and reduce spreading vocal myths and fear in the singing 

community. 
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APPENDICES 

Appendix 1: How to Find Mixed Voice 
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Appendix 1 continued 
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Appendix 2: Female and Male Mixed Voice Exercise Descriptions 
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Appendix 2 continued 
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Appendix 2 continued 

 

 

 

  



155 
 

Appendix 2 continued 

 

 

  



156 
 

Appendix 3: Pedagogical Differences Between Classical Singing and Belting 

Differences of Training Required and Technical Approaches Between Classical 

Singing Technique and Belting Technique 

If vocal production of belters is significantly different from classical singers, tools 

used for training the belting technique should also be different from those used for teaching 

classical techniques. This author energises the importance of distinguishing between the 

pedagogical approaches of these two types of vocal productions. Voice teachers, especially 

those with a classical background, are encouraged by this author to make suitable 

pedagogical adjustments for teaching the belting technique. Classical training approaches 

such as developing legato singing, producing darker voice quality, vibrato singing, and 

breath management are irrelevant, inefficient, if not dangerous; in teaching the belting 

technique.  

For classical voice teachers to have an overview of the differences in technical 

demands in training belting singing and classical singing, the author provides the following 

comparison as a general guideline (Table 1.4). 
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Table 1.4: Comparison between classical singing techniques and belting singing technique 
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Appendix 4: Belting Technique Preparation Checklist 
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Appendix 5: Belt-Mix Exercise  
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Appendix 6: Glossary of Terms 

Belt-Mix: A combination of head and chest voice registers. More emphasis is given to the 

chest voice production in a higher range. 

There is significant conflict amongst voice pedagogues, voice researchers, and speech and 

singing communities around the definition of the term “voice register”. It is difficult to reach 

an agreement on how the term should be defined as perspectives vary between professions, 

particularly in terms of how singers feel when singing and how vocal fold vibration can be 

measured. That is to say that perspectives differ both in terms of scientific observation and 

the personal sensation of singers. Nonetheless, many professionals across the voice fields 

agree that the two primary voice registers relate to the thyroarytenoid (TA) and cricothyroid 

(CT) muscles. The use of the TA muscles in speaking and singing may be referred to using 

other terms, such as chest register, modal register, chest resonance, heavy mechanism, thick 

vocal fold, or “mode 1”. Similarly, the use of the CT muscles in voice production may be 

referred to as head register, head resonance, loft mechanism, light mechanism, thin vocal 

fold, or “mode 2”. The terms “chest voice” and “head voice” are adopted in the present study, 

since these are the most popular terms in the voice teaching field used to refer to the 

engagement of the TA muscles (producing chest voice) and CT muscles (producing head 

voice). The two terms are explained in further detail in the following paragraphs.  

Chest Voice – This term is commonly used by voice pedagogues, choir conductors and 

singers to represent the pitches found in the lower voice register. As outlined above, chest 

voice refers to the use of the TA muscles in voice production, with the activation of the TA 

muscles resulting in shorter, thicker vocal folds that produce sounds of a lower pitch. 

Additionally, the term “chest voice” reflects the ability of some singers to feel the vibration 
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of the sympathetic vocal folds in the chest when producing lower tones in the lower register. 

Chest voice is the preferred form of voice production in CCM performance, particularly in 

the case of belting.  

Head Voice – This term is commonly used by voice pedagogues, choir conductors and 

singers to represent the pitches found in the upper voice register. The term “head voice” 

refers to the use of the CT muscles in voice production, with the activation of the CT muscles 

resulting in longer, thinner vocal folds that produce sounds of a higher pitch. The term relates 

to the ability to feel sympathetic vocal fold vibration in the head region when producing 

higher tones in the upper register. Whilst chest voice is preferred in CCM and belting singing, 

head voice is the preferred form of voice production in Western classical singing. 

Focus of Attention Principle (FAP): FAP is a subset of the motor learning field which is 

related to the instructional cues given to performers and learners of where to place their 

attention during learning and performing. In teaching and learning singing FAP is about 

teaching vocalists where to place their attention when they learn new technical skills and 

performing vocal tasks. There are two types of FAP: External Focus of Attention and Internal 

Focus of Attention. 

External Focus of Attention Principle (EFA): Directs the performers or learners to pay 

attention to the movement’s effect, goal, or result and avoids direct mention of the body. 

There is no mention of the body and the movement’s result in EFA. The EFA element may 

employ analogies or images. In teaching and learning singing, EFA instructional cues are 

such as “sing like Sam Smith”, “fill the concert hall with sound”, “sing through the room”, 

“project the tone”.  

Internal Focus of Attention Principle (IFA): Directs the performers or learners to 

concentrate on the body, body movements, muscles, coordination of body muscles and 
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movement in a specific part of the body. Examples of IFA instructional cues used in teaching 

and learning singing are such as “lift the back of the tongue and keep the tongue in that high 

and forwarded posture”, “raise your sternum, stand like a royal king/queen”. 

Mixed Focus of Attention Principle (MFA): Combines EFA and IFA principles to teach 

voice performers. Examples of MFA instructional cues used in teaching and learning singing 

are such as “make the effort of keeping your body aligned like a kind/queen”, “when you 

sing the vowel /i/ spread your mouth”. 
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Appendix 7: Answer from Voice Expert Lisa Popeil 

Lisa Popeil is a voice expert in CCM singing style. The researcher had the opportunity to 

ask her the following question on 02. March 2021: 

Question: Belters dance and move on the stage. A wrong coordination of the voice and 

body movement may cause negative impacts on voice. How belters should sing and dance 

simultaneously without damaging their voices? 

Popeil answered this way: 

Answer: Belters do not dance and belt, the background dancers dance for them. In order to 

belt, belters cannot move or sway their bodies. 

The video recording was saved and can be made available for singing teachers to view on 

their own upon request. 

 


