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Phase II
Interviews with solo and choral 
singers from Phase I 
[PISAi] [PISBi]

PI: �������  
S: �	����
A: 	��	�	������	���������  
i: 	�����	��

Diaries from amateur solo singers 
[PUS Id]
[PHS2d]

PII: ��������  
S: �	����
1: 	��	�	������	���������  
d: �	���

Recordings of 3 songs 
[PUS IRs-one]

PII: ��������  
S: �	����
1: 	��	�	������	���������  
R: ������	��  
s: ����
���������������

Interviews post recording after 
play back
[PUSH]
�������

PII: ��������  
S: �	����
1: 	��	�	������	���������  
i: 	�����	��

Listener Study
5 amateur non-singing musicians 
[La-PIIlrs-one]
i.e. Listener a with Phase II singer 1 
with recording song one

L: �	������
a: 	��	�	������	�����������  
M: ��������  
S: �	����
1: 	��	�	������	���������  
R: ������	��  
s: ����
���������������

The Phase II research design consisted of a diary, recording and final interview 

with an additional listening study for the purpose of triangulation. Table 5.2 

shows the time sequence of the Phase II data gathering with the 22 singers who 

participated in the study.
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Table 5.2 showing diary and interview timing

)����! )��!� ���!� 1� 	!���� ����!���$ '	�%�����
� �:;� < < < =:;�
� �:;� < < < *:;�
� �:;� < < < *:;�
� =:;� < < < ��:;�
� =:;� > < < �:;�
( �:;� > < < �:;�
* �:;� > < < �:;�
? �:;� < < < �:;�
= �:;� > < < �:;�
�; �:;� > < < �:;�
�� �:;� > < < �:;�
�� �:;� < < < �:;�
�� �:;� < < < �:;�
�� �:;� > < < �:;�
�� �:;� < < < (:;�
�( �:;� < < < (:;�
�* �:;� < < < (:;�
�? �:;� < < < (:;�
�= �:;� < < < (:;�
�; �:;� > < < (:;�
�� �:;� < < < (:;�
�� �:;� < < < �:;�

5.11 Methods used in Phase II

��� ������������ ����!���!��!����$��� ��� ��%��!��0����	����� �%�!�%� �����!		���� �����

!���� $	!��� �������	��  ��� +�� ��� ���� ����� $��� 	����%�	!���� �	 ��� %�! �%��	�� ���

� ��	��� ��� ��%�!� ��� ������ $��� �������� �	������� 	�� ���� @ !��� ��� �� �����A�

����	�����	 �����+��1	+�	��2�===,� ���3� �������� ������+����!��	��2�;;�3� ���	�

��	��	����!��%	�����	����+!��$����%��������� ��!��	��$���%�!�� ���!���&�����	��		&�

�������%���	���	�	���	����	��	������ �	����	� ��%�	!��������	��	���� ��%� ���	��

 	� �%���������� ���� �� ��������� $�!�� ��&��� �	� ���!�� ���� ������ �� %�� �� 	��

��&�	$�� %���	� ���� � �	!� �� $��&�0� ����!� $�� �� ��� $	���� +�� !� 	!���� ���
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Data were collected from May 2004 to June 2005. Teachers from the Association 

of Teachers of Singing (AOTOS) were approached to suggest singers willing to 

take part in the study. Singers came from Swansea, Bristol, Bath, Swindon, 

Cheltenham and Surrey. The singers were asked to fill in a form with contact 

details and sign an agreement to undertake a diary for one month, to sing and 

record three songs and to be interviewed after hearing their recording.

Modifications of the Phase II design

Some singers failed to complete the diaries or lost them, but they still wished to 

continue with the study. Some of the younger singers found it hard to sing a 

different language so they were allowed to choose another song in a contrasting 

style. One of the adult singers felt she could only record one of the songs, but 

three recordings were made of the same song so she was able to discuss the 

subtle differences between the three performances. One of the younger singers 

only sang two songs. The average length of interviews ranged from � 2 an hour to 

% of an hour, and the diary word count varied from 500 - 3000 words. Because 

the interview and diary data differed from singer to singer, with the older singers 

generally writing and speaking in more detail, the data were analysed as 

percentages of the narratives for consistent patterns and results. Some of the 

longer diary and interview narratives produced less data than shorter ones as 

some singers spoke about non-vocal matters which were not the subject of the 

investigation.
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E0�I0�������>3� ����$���� ���	�+��!���!!����	� ��� ��%��!���������	���$�����������!��

������!	��������!���%!	�����	���� �����!��������������.�����D	!����	�����������!�����

���������$�!���	����!���������$�!�����	�����$�������!������	$��	�����0�+���	���!�

�����!�� ���	�%�!�� �%����� ���� ����� ��	���!�%�!�%� ������ ��� $����+� 	���  ���!� ���

���� ����0� �	��� �����!�� ����� ���  �	�!�� ��� $���� ��� %�!�	!����� ��� �	�	������ .���

�	��	$������+��� ����������!�%�!�	�!��  �	����+������ �����!�� �	!�����!� 	!�����0�����

�	������������� 	�%	��!�	!����!��2.�+������3�
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S inger A g e /
g e n d e r

T ax onom y A  - fam ilia r B  -  u n fam ilia r 
L an g u ag e /sty le

C  -  u n fam ilia r 
S ty le /gen re

1 . B /f 2 .2 A s O  del m io  d o lce  
G lu ck

D as V erlassen e
M ag d le in
W o lf

T h e  N e arn e ss  o f  Y ou 
H oagy  C arm ichae l

2. A /f 2 .3 A s L e t’s  face th e  m usic  
B erlin

F a th e r’s a  d ru n k a rd  
M u sic  H all

N o th in g  
C h o ru s  L in e

3. A /f 2 .2 A s D o in ’ w h a t co m es
n a tu ra lly
B erlin

N el c o r  p iu  
P a isie llo

B e ss ie ’s  B allad  
M erry  W iv es o f  W in d so r

4. C / f 3 .1 A s/c A n  d ie  M usik  
S ch u b ert

O m b ra  m ai fui 
G luck

G o in g  to  H eaven  
C o p lan d

5. D /f 3 .7 A /P s/c M a ria  W eigen lied  
R eg er

D ove  S o n o  
M o zart

A v e  M aria  
C accin i

6. A /f 2 .3 A /s/c F u n n y  H oney  
C h icag o

Send  in th e  c lo w n s 
S on d h e im

Tell m e on  a  S unday  
L lo y d  W eb b er

7. A /f 2 .3 A /s/c I f  1 w ere  a  bell 
G u y s and  D o lls

S ilen t N o o n  
V a u g h an  W illiam s

F ie ld s  o f  G o ld  
S tin g /E v a  C assidy

8. A /f 2 .1 A /s/c S um m ertim e
G ershw in

V ag a  L u n a  
B ellin i

In  h is  ey es 
Jeky ll &  H yde

9. A /f 2 .1 A /s/c H ush ab y e  
M o u n ta in  
C h itty  C h itty  B ang  
B an g

C a n ’t  h e lp  lo v in ’ th a t 
m an
S h o w  B oat

10. A /f 2 .2 A /s/c I f  I w ere  a  bell 
G u y s and  D o lls

M e  v o g lio  f a n a
casa
V erd i

C om e again  
D o w lan d

11. A /m 2 .3 A /s S tra ig h ten  up  
N a t K in g  C o le

I ’m  rev iew in g  
O liv er

I ge t a  k ick  
C o le  P o rte r

12. A /m  . 2 .2 A /s/c I f  e v e r  I w o u ld  
leav e  y o u  
C am elo t

M y  lovely  C e lia  
M u n ro

O v e r th e  m o u n ta in s 
Q u ilte r

13. A /m 2.1 A /s A  th o u san d  m iles  
V a n n essa  C arlto n

Y o u r h eart 
L o rd  o f  th e  R ings

14. A /f 2 .3 A /s M em ory
C a ts

F ly  m e to  th e  m oon  
B art H o w ard

L u llab y  o f  B ro ad w ay  
4 2 nd S treet

15. C /f 3 .5 A /s I f  m usic  be  th e  food  
P u rce ll

B e llin i O n e  h an d , o n e  h eart 
W est S id e  S to ry

16. C /f 4.1 A /s D er R o se n b a n d  
S trauss

17. C /f 3 .4A /P/S L ad s in th e ir
h u n d re d s
B u tte rw o rth

‘C ’ by  P o u len c B u d d y  o n  th e  N ig h tsh irt 
W eill

18. C / f 3 .7 A /P /s /c F e a r n o  m ore  
H ig g in so n

W hat g o o d  w ou ld  
th e  m oon  be?  
W eill

W id m u n g
S ch u m an n

19. C / f 3.4A /S V o i ch e  sap e te  
M o z a rt

O u t o f  m y d ream s 
O k lah o m a

Y e b a n k s  an d  b raes  
B u m s

20. A /m 3 .4 A /P /s/c D o w n  by  th e  S alley
G ard en s
A rr. B ritten

Ich g ro lle  n ich t 
S ch u m an n

S ea  F ev er 
Ire land

21. D /m 2 .3 A /c /s W h ere  e ’e r y o u
w alk
H an d e l

S im p le  g ifts  
C o p lan d

L in d en  L ea  
V a u g h an  W illiam s

22 . A / f 2.1 A /s In  d ream s 
L o rd  o f  th e  R in g s

C ra d le  so n g  
M o zart

L ittle  S p a n ish  T ow n  
Jen k y n s
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5.12 Analysis of data

.�!�����%���	 �� ������� ���	���		&�%�� �

N� )����!�,� +�� ���0� �����!0� ���	�	��� !���!�� �0� ��� ��!0� %!���!!��� ���� ���

�����0���	����	���	 ��������%�!�$��&��2.�+������3

N� ��!��������������� 	�!���	��+	������!����������!���$�����,

��� 1���� ��	�0�  	���!� ��	�0� ��%!����	�� 	������ ��������� �	� ��� 2������

�0����� ��%��!�����3

+�� '	�������0���%!������0�� 	���� 0�%���� ������ !�%��	���	�������	� ���

2-���!���!��!����$0����� ��%��!����3

 �� "������0� �	���0� �%� �0� �	������� ��� �	 �������	��2� ������ �0� ����

 ��%��!���(3

N� H	!��  ������� ���	�� ��� ���!�� ���� ����!���$� ����,�  	�	�!0� �����0�

���%�!���!�0� $�����0� ������ �0� �����!�0� ���%�0� ���0� �����0� ���� ���

����!������0� +���� �0�  	��	!�0� ���!��0� ���	!�0� ��������� 2������ �0� ����

 ��%��!����3

.�������������$����	��������� 	�	�!� 	����%�������������������	���� �����!������

����!���$� ��!!������ ����%�!����� 	!�$	!���$�!��  	�����0� ���	����$��� ����� ���� ��

%�! ������� �� �����������!� 	!����������B� ���%!	�!������	������%����!��� 	����

�������+�� 	�%�!���+��$�������������!���������!�A���!!�������

.��������!��$�!�� �����������  	!������	����������!�����	!���	����+���������	$�����

.�+��� ����� .��� ����� 	�� ������������ $�!�� �%!���� 	��!� �� ���+�!� 	�� ���!�� ����

����!���	����	�������$�!�� �������������	�������+���������������������2;9�*����!�3O
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B (18-24 years); C (25-49 years) and D (50-69 years). The level used in the 

taxonomy of vocal identity from Phase I is also given in Table 5.5 and in order to 

identify each singer in the analysis an additional coding with letter and number 

was devised for the analysis in Excel (see column four in Table 5.5).

It was helpful to have a macro overview of the singer’s relationship with their 

voice as well as a micro perspective: so the amount of time spent each week 

physically singing was therefore included in the refinements to the 

classifications. This information was taken from the diary material and the 

conversations with the singers. 1 -  infrequent practice each week, 2 -  more 

frequent practice, and 3 -  dedicated and sustained daily singing. The singers 

came from 11 different teachers and were labelled to identify the teacher (by 

number) and singer (by small case letter).

By classifying and labelling the singers in this way it was possible to sort the 

data in Excel so that patterns and clusters could be observed. No significant 

patterns emerged when the data were analysed by age, gender, teacher code or 

musical preferences. Differences were observed when the data were analysed 

according to sense of vocal identity (taxonomy) and the amount of singing that 

regularly was taking place.
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It was important to identify the possible strategies used in vocal perception; and 

to be aware of them when interpreting the data, even though no objective 

measurements could take place at the time. The maintenance of a ‘real world’ 

strategy even during the recording was seen as important. Although the singers 

were placed in front of a microphone the amount of technical equipment was 

kept to a minimum. Further studies could include the use of real time visual 

feedback and laryngograph data collection simultaneously but this would 

influence the ‘real world’ context of the data collection. The data is however all 

stored as sound files and could, in the future, be used to provide spectrographic 

analysis. The purpose of this study was to study the singers’ personal responses 

and these were compared to the data taken before the recordings were played 

back to the subjects. The final interview was an opportunity for the singers to 

explain in more detail how they perceived their timbre, both during the 

performance and subsequently as listeners to their own recordings.

The analysis used both the conversational aspects of the discourse and the fine­

grained analysis of specific references to timbre. However conventions of 

analysis where all vocal inflections and speech mannerisms are noted (Munro & 

LeCouteur, 2002) were not adopted in this study, and the transcripts were 

analysed using word meaning and context only. The data were analysed for 

aspects of the voice/self relationship and sense of vocal identity, before moving 

on to a more word specific analysis with relation to metaphors of vocal timbre 

(chapter 7). The analysis continued with a return to an overview of each singer’s 

phraseology in order to ascertain how much of the singer’s discourse focused on 

physical sensations, emotional or cognitive responses, and, in particular, the
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the importance of the auditory and acoustic experience was identified as the 

largest percentage response featured in the discourse of the majority of singers.

UNIVERSITY 
OF SHEFFIELD

Chart 5.1 showing the percentage of references in each singer’s post LIBRARY
recording interview
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When using the codes created by the taxonomy (Table 2.2 & 5.4), i.e. the level of 

vocal identity in each singer, and the codes for the number of hours spent 

actually singing each week, some consistent patterns were revealed. The singers 

making the highest number of references to the acoustic experience of singing 

were the more established performers and those participants who spent the most 

time each week vocalising. The pattern of expressive, cognitive and physical 

references did not appear to be affected by the hours or years spent singing which 

suggested that these ways of articulating the singing experience are less 

determined by training and perhaps reflect aspects of personality or individual 

learning styles. It also highlights the importance of auditory skills in the teaching
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5.14 Defining vocal identity
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.��� �����!��$�!���+��� �	� !���� �� 	������!��	� ��,� ����� 	���� ��� ���� !�%�!�	�!�� ���

��!��� 	������!�	$��%�!�� ���!��	���,� *� feel this song suits my voice ’�4�7)���5O� *�

was tired and it sounded quiet and squeaky. ’�4���)���5�

8	$���!0� �����  	���� ���	� ��� ���� ����  	��!	�� ����� ���� 	��!�����!� �������� �	� ��

���� ��	$��� ����� �����  	���� ���	� ���&� �+	��� ���� $��� ����� ���� �� %�!�� ��� ����

 	���!� ��	�� 	�� ���� �	� �0� ����� ��� ����� ���� �	�� �%� ��� ����� ���� ���� ��!��

R 	���!� �S,� @�When I am more confident my voice is more controlled’�4�7)��5O�

‘Once I got used to it, it became easy and effortless’�4���)��5O� *�put more effort�

into it because I  didn’t know what I  was doing so much’� 4���)*�5� ‘I ’m�

concentrating on getting a straight note ’�4�7)��(�5�

"������� �����$�!�� �+��� �	� ��%!���� �	�������� 	������������� ��!	���� ���� ��������

�	� ���������!��$�!������ ���	���	���������%!����	��	�������	� �9�����!�����	����%,�

* find it easy to put the correct expression into i f � 4�7)��5O� *� love this song, it is�

so me ’�4���)��5O� "I now know where to place the emotions”�4���)��5O� ‘Singing is�

my way o f expressing myself�4�7)��(�5O� ‘I ’m beginning to discover that my voice�

has got the ability to express moods ’�4���)����5�

����	�����	���$�!���$�!�����������������	��� ����������������$�!�� �%�+���	�,
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7 ������	�!������ � �������������������� ����	���  [PIIS4i]; ‘� � �������������'�	�	��  

	�� 	�*�  [PUSlli]; #� ���� ������������ �	���  [PIIS141]; ##� ������������	� � ����������� ��  

�	��	����%�����  [PIIS18i]; #+��������'&�����	��������  [PIIS22i].

The majority of singers were found to reveal these three features of vocal identity 

in their diaries and interviews. Only three singers did not mention any aspects of 

‘expression’ through their singing and while this could mean they were less 

secure about themselves as singers it is difficult to draw conclusions. (See Table 

5.6: singers 8, 9 & 10). Taking the model suggested from the Phase I, the 

following table highlights the responses from Phase II singers, under the three 

features of vocal identity.



Table 5.6 showing the aspects of ‘Reflection, Construction and Expression’ 
with regard to the singers’ voice and sense of self.

S in g e r S elf-v o ice -re flec tio n S e lf-v o ice -c o n s tru c tio n S elf-v o ice -ex p ressio n
1 F eel th is  song  suits m y 

voice
W hen I ’m  m ore  confiden t m y 
voice is m ore con tro lled

I find  it easy  to  pu t th e  
co rrec t expression  into it

2 1 th ink  m y  vo ice needs a  
rest

O nce I go t used  to  it, it becam e 
qu ite  easy  and effortless

I love th is song  it is so me!

3 M y vo ice is usually  
‘m usica l th ea tre ’

I have been w ork ing  on 
jo in in g  the ph rases m ore

I now  know  w here to  p lace  
the em otions

4 I rea lly  en joy  resonance o f  
no tes around  m idd le  C

Sound im proved  w hen 1 
retrac ted  m y neck

C an th ink  m ore o f  the sound  
and the m eaning

5 A t the end  o f  the day  th a t’s 
a reasonab le  perform ance

I know  th e re ’s an aw ful lot 
m ore tha t I can  do

T his still qu ite  quiet, still 
reflec tive , sh e’s being  
philosophical

6 I f  I d id n ’t have tha t it 
w ou ld n ’t  b e  m e

I th ink  w hy can ’t I get it righ t I m ean th ey ’re show  songs 
and so  they have a story

7 It seem s ra th e r lifeless I pu t m ore effo rt into it 
because I d idn ’t know  w hat I 
w as do ing  so m uch

I th ink  the th ird  one I d id  
pu t m ore expression  in

8 I t’s a  strange feeling  to  be 
sing ing  n icely  and  then lose 
it in  h a lf  a  bea t

I d o n ’t w an t to  copy  it (C D ) 
any m ore

9 M y vo ice tends to  have  a  
sound  o f  innocence abou t it

T he richness d o esn ’t com e in 
until I do  the full on exercises

10 I defin ite ly  th ink  o v er the 
years th e  richness had  
deve loped

11 I cam e out o f  accen t there T h a t’s h ard  th a t note , you  ju s t 
have to  get it

I t’s no t very  exciting  is it?

12 It can  sound  very  b locked  in 
m y head

I believe I have done m y best 
in the space and  tim e given

It w ill be  due  to  m y feelings 
fo r th e  p iece

13 I w as tired  and  it sounded  
qu ie t and  squeaky

I deve loped  m y ow n style I sing  songs tha t m ake m e 
feel good

14 S om etim es I can  do  it I need  to  be m ore legato  in that 
b it

I ’ve no t go t any life

15 A  tendency  to  lose th e  focus 
in troduced  som e th inness 
and  sligh t sharpness

T he sensation  in th e  vo ice 
created  w as then  m irro red  
w hen singing the w ords

I ob ta ined  a  translation  in 
o rder to  understand  th e  full 
m eaning  o f  the song

16 I rea lise  th a t I do  n o t use 
m y vo ice  to  m axim um  
effec t vo lum e w ise

I am  concen tra ting  on getting  a  
straigh t no te

S inging is m y w ay  o f  
expressing  m y se lf

17 T he so und  I p roduced  w as 
w eak  and  lack ing  in body  
and  resonance

T his is g radua lly  lifting  aw ay 
from  the m uck

I read  them  ou t qu ie tly  b u t 
m ean ing  them  and  fee ling  
them

18 I cou ld  feel the vo ice 
sw elling  w ith  th e  ebb  and 
flow  o f  th e  m elody

A ttem pted  the W eill w ith vvv 
and  zzz

I ’ve ye t to  find  ou t w hat I ’m  
sing ing  abou t

19 I feel m ore secure re the 
sound and  clarity  o f  no tes

L ots o f  w ork  in h igher reg ister So a t least I know  w hat 
every  phrase  m eans

20 I though t it w as a  b it rig id  
and  hard

I t’s strengthened  m y voice Y ou  rea lly  feel you  can  
com m unicate

21 T hat w as quite good  there T he vow el sounds can be  
heigh tened  by  th e  tim bre in the 
vo ice

I ’m beg inn ing  to  d iscover 
th a t m y vo ice has g o t the  
ab ility  to  express m oods

22 M y vo ice is good  today T he louder no tes w ere h arde r 
to  contro l

T ry  and  express it m ore



,02

.��� �	��	$���� �� ��	��� ��� �������� ���������	������ ���������!��� ��  ����	!�0� ����

$����!���!�� ���	��������	�	���	�����������.�+�������

���� �������������	����	�������������	�������	����������������� �
������	 � ��	������������

1���� ����� 	������ �	� �� ��������� ��������� �����!� ��� �$�!�� 	������ �������� �	� �� ���

%�!��	����������	!���!����O�������!���� ����� ��������� ��� ������� ���	��	���������� 	��

�	 ������������$�������� �����!��  �%�������%!���� ��	�������������	� ��$����������

+	����H����� �	!� �	��� ����� �������+���������	�����	 ��� ��������0� �	!� 	���!�� ��� ��� ��

����!�� �  �%��� ��	������!�!�����	����%�$����������������%�!�	!��������� �������

���� �	� ��� .���%�!�� �%�����  �	����$�!�� ����%�!�	!����� �����!�0� ��� ������ �	 ���

	����������0���������	���������	�	���2.�+�������K����3�

����� ��%��-�!"+� �"� ,�-$�� !��"�!��.� ���� �'/�0!�"-�� �%� !"!�!$� �
�0$!"!"+�1�$'�"�(�� ��,��� ���2

.�&���� ���� �	������� �����!�� ��� �� ���!����� %	���0� ��� ��� %	���+��� �	� ���� ���� ��!���

�$�&������ 	���� �	 ��� ��������� ����+�������� ���������!	���� �������� �!�������� )����!�

���$������$����9���!9	��������$�	�$���������	�!� 	!���������	$�� 	�%	����	���

���� !�%	!���� �%������� /����� ��+��� 	������ �����!�� ����� ���������� �	� ���� !� 	!�����

�	����� 8��� �	� �� $���D���� +��������� �	�  ������ +��� ��� !�������� ���� ����� �!�+���

�	����� 8���!���� ��	��� ������� ���!�� ��	$�����������	������+	������� 	$�� �	���� ���

#�	���� �+������	���������$��������	%��������@� ����������� �����+� ��������$���������	�

���!�������� 	$���	� ��$����!� 	!��������� 	�%	����	��� ���$����	�� ��!%!������	



,07

hear the sound on the CD. He feltiquite proud’ of it and that he was making his 

own ‘sort o f sound’.

This was in contrast to Singer 22, another young singer of twelve years who had 

just started lessons. Her diary is full of contrast between her voice feeling ‘easy ’ 

and then becoming ‘hard, dry and spiky ’, because she was unwell. She was not 

used to hearing her voice on recordings and she commented that she was ‘singing 

a bit higher than my voice wanted to ’. She felt she sounded a ‘bit scrambled’. 

These singers show different attitudes to early voice training: one is confident of 

his developing identity and the other is more critical. In the long term it would be 

interesting to see which singer establishes an acknowledged vocal identity, in 

other words, one that is accepted by others. Depending on their learning styles 

and personalities, it may be that the confident singer has delusions of his 

capabilities, while the self-critical singer could be more willing to respond to 

teaching and be keen to improve. Monitoring the causes and effects of future 

vocal identity would require repeat interviews and a longitudinal study.

These two singers are in the process of initial training and they have had some 

performance experience. The next group of singers on the other hand, show a 

more confident sense of vocal identity as they reflect on their successful 

performing experiences.
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Looking at the contrast between the diary and interview discourse of the Singer 1 

and Singer 12, there is a sense of progress in the establishment of a vocal identity 

but also of more objective critical judgements. Both singers, in their late teens, 

were used to singing in choral situations but both had recently taken grade 8 

examinations and had performed in school concerts as soloists. Singer 1 wrote in 

her diary about the feelings she had about her singing, using the word #������  or 

##����	���  eleven times in the course of the diary data and twenty times in the 

interview. She said that she #�	����� ����	��� ���� ����� ������ ���� �� �������  

�	%������  in her voice and she talked about what she was #���	���������	������

Singer 12 had heard his voice before because, like Singer 13, he recorded his

own compositions for personal satisfaction. His diary talks about the choices he

makes about his sound, ,������	���� �������	��� �	��� ���� �	����� ������%������� �

������������������������ �������� ���������  He talks about the sound not being right

‘�	��	�� ��� ������  He says later in the diary, ‘�������� ��	�	�	��� � ������ � ����

��	���	�������� ����	����� 	�����������������%���!����  In the subsequent interview he

reflects 7  ��	��������������	�������	���������������������	����	!��� ���	�!�	���������

and goes on to say that there is ‘������� �� 	�&�����������  However he also says

about performing in a school concert:

� �&��&������������������� � ������� ���������� � ������� ��������	�������	��  
� ������ ��	��� ����� ���� ��	��� ���%�� � ���� ���	�����	��� �����&��&��� ����  
����� � ������� ����� ���������	���� ���� ��	������&������ � �	��� � ���&�� ������  
�������  [PIIS 12i]

As a young baritone he is still very close to the voice change and he remarks that 

although his voice is not as high as it was as a treble, #���%���������	������	���	�
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with and she seemed to have a clear recall of the conversation she had had with

people in the ‘wings’ at the theatre and the way she had prepared herself for the

performance. Her reactions to hearing the CD were ‘not bad’\ but, she said ‘it

sounds very young, so angelic, everyone knows what they sound like but it didn’t

sound like me ’. She was very involved when listening to the CD, saying that she

was waiting for each phrase, know what’s coming next, am I going to make it

or not, oh yes she did, oh no she didn’t ’. This ability to critically look outside

herself is illustrated by her final comments.

There was [sic] inklings o f me...a slight Welsh accent came in and 'yes 
that’s me’, but it’s like seeing yourself in the mirror. I  thought I ’d 
recognise myself, but I  didn’t really, really. [PIIS2i]

Although the recording had cast doubts on her vocal identity in terms of actually

recognising her sound, she still displays a confidence in herself as a singer, by

her critical appraisal of her performances and the detail which she is looking for

in listening to the CD.

Singer 3 was also very aware of the fine details in her performances, she 

expressed concern if she could not place the emotions in the songs due to lack of 

technical skills. She reflected in her diary about the difficulties of tackling new 

songs in unfamiliar styles. There were songs that she ‘absolutely loved singing’ 

and songs which she didn’t ‘really enjoy ’. However she was prepared to change 

her vocal style to suit the genre and she was willing to work at the technical 

difficulties she encountered when practising. In her interview she first 

commented about where she could make improvements and she felt that the last 

song, which was in her more familiar musical theatre style, ‘naturally sounds like 

me ’. She recognised where on the recording she sounded ‘nervous ’ and on the
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whole she thought the recording sounded #������� ������� �������� ����� � ������  

Again she listened attentively to the recordings and was able to be critical in 

positive and negative ways. She had a clear idea about the music she liked and 

the music that she felt suited her voice.

Other singers at this level showed an awareness of their confidence and technical 

abilities; ##+���1��������������������	������ ������	���	��	����  [PIIS9i], ##����� ����%�  

����	��� 	�� ��� �%	�	��� ���&����	��� ����%�� ������ � ���������� 	�� �����	��� ���  

���&����  [PIIS21d]. All these singers showed more confidence than the singers at 

the previous level but not the same understanding of technical ability as the next 

level in the taxonomy.

5.24 Reflecting on vocal identity: a growing confidence in 
technical skill (taxonomy level 3.1)

Singer 4 showed a clear understanding of her technical abilities. She was a 

mature singer who had sung regularly in choral situations but who had begun to 

sing solos and was working towards music examinations to improve her skills. 

She used many ##�� � �� references in her diary and wrote critically about her 

abilities in specific technical terms, ##����	��� 	��0���� ����� ��&&����� ���� ����  

������	����	��	��������	���  ’ etc. There were many more references to ‘����	��  ’ in 

the diary than the interview discourse, which focused more on her thoughts, 

knowledge of technique and repertoire and the actual sounds she was making. 

She seemed confused about her ‘����������	��� � � ����������  ’ when it came to 

the interview, ##����� ���� �	��� ����� ������ ���� �	!�� ����� 	�� ���������������	!�� ��  

�	��	����  She spoke about the comfort she experienced when singing in her
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frustration was that she had achieved a standard she was proud of in the 

recording but had subsequently been unwell and had not maintained the level that 

she had struggled so hard to achieve.

Singer 19 was slightly different in that she had started to train as a classical

singer but had realised that she enjoyed singing jazz more than anything else.

This personal realisation took place between the diary and recording and the

subsequent interview. Her diary reflects much of her natural musicianship; she

was a professional cellist and showed a fascination with the resonant capabilities

of the voice. She was very methodical in her practice as noted in her diary, and

she talks a great deal abut the technical achievements and the vocal colours she

was trying to create. She was also very honest about the problems of rehearsing

with her young family in the house, as was singer 17. She was interested in the

way the Scottish accent was affecting the colours of her folk song. In her diary

she was quite analytical in her reflections but when she spoke in the interview

she became passionate about the experiences of jazz singing, and the freedom

she felt this gave her to express herself truly. She certainly felt that her speaking

voice made her ‘‘wince ’ but the jazz singing in a lower range had really given her

an ’extraordinary experienceand she was trying to work on that.

/  really enjoy it and I know what to do with it and I whoop it up and make 
the most o f it and I  honestly relish the long notes in the jazz songs, so 
that’s funny, in the classical, I  feel 1 can’t handle them properly. 
[PUS 19i]

She goes on to describe her vulnerability when singing in a classical style:

I  think for me its feeling uncomfortable, feeling exposed, feeling very 
vulnerable, holding on to a note and not knowing what to do whereas on 
the cello, I  know what to do with it and I ’ve got the technical equipment 
to put the vibrato or tail it off, but in classical singing I  don’t feel I ’ve got 
the tools to do that but in jazz I  can do it. [PIIS19i]
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She was so secure in her jazz style of singing she had already accepted 

professional engagements to perform and was continuing with her jazz singing 

studies as well as her classical voice training.

5.26 Reflecting on vocal identity: sense of personal autonomy�
(taxonomy level 3.7)

Some singers had a sense of personal autonomy about their vocal identity and

they wished to teach singing while continuing to develop their career as a

performer. Both singers 15 and 18 were establishing themselves as teachers of

singing. They kept detailed diaries of both the musical and technical aspects of

the songs they were preparing for the study. Each used a rather detached, almost

literary style in their diaries, as if they were writing essays to be read.

6��	��� ��	�� �	��� ���� ������ ����� �����	���� ���� ������	����� 	���� ���  
��������7������	���� ��%�����	���&�	��������&���	%���%�����	���&�	��������  
	����	�	����	��	�����������  [PIIS15d]

��	��� ��	��� ����� ���� �	!�� ���� "�	���� � ��������� ������� ���� �������������%�  
���������������'���� 	�����������	������������������� +���8������	������  
�����������	����������������	�������	������%�������  [PIIS18d]

Singer 15 was highly critical of her performance on CD, at least for the first

song, she felt she was # �	��� �	����� ����&����������� ���������� ��	����� � ���� ������	�

�	!�� ����� %�������  However as the recording was playing she became more

positive in her awareness and could talk about the involvement in the emotional

aspects of the songs. In the final song she recorded she was much happier and

reflected on the memories she had of singing the song at a friend’s wedding.

$��� � ������ ������ ,����� ��!�� ����� � � ��� �������	��� �	��� ����  [PIIS15R.S- 
three] 	�� ���&��	���� ��� ���� ������ ����� %��� ����/�� ���������	��� � � ������� �  
��������&���������� �������������� ��������������������������� #������ 	�����!��  
��������	���� �	��������  [PIIS 15i]
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 	������0� @ ignore your own perception, get on with what you know is the�

feeling’.� .���� ������ �	� �������� ����� ����� �����!� �/������ �������� $���� �� �	!��

!����+��� �	�! ��	������+� &�����������!���%�! �%��	������� 	����+�����  �!����� ���

����� ��!�	������������!� 	�������!���� ����	����!�	$����%�!��� ����������� ��!�

$�����	���������!�0���� �����������	��!���������!�D�����������+	�������/�������	��

�	���� !����!� ����� ����!0� %	���+��� ������0� ��!���%�! �%��	���� .��� ����!���$�� $����

������ �$	� �����!�� 2��0� �?3� $�!��  �!������� �	!�� ���	!������ !���� ����� ����� ����

���!�� ��!!������� ����� ����+���� �	!�� �������� �������!� �%%!	� ��� .��� ����!���$�	��

)����!��(0�	������	���!�����0�!����������%!	�	���� ��������������	!��%�! �%��	���
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����� ��%��-�!"+� �"� ���� /�  !6��� ��  � �%� ,�-$�� !��"�!��.� $"'!��� �
$6����/�0%�0($"-�� 4!�� �1�$'�"�(�� ��,���)��2

)����!� �(� ���� ���	!���������+���� ��!	���� ��%�!�	�� 	��%		!� ������� ���� �� ��D	!

�+�	������ 	%�!���	��� 8�!����!��!���� ��� ��!�������� 	� �!���������!�����!���	� ���

��!� �	� �� +� &� �	� ����� $	!&���� 	!��!�� )��� ����� ���� ���!�� �	� ���%� ��!� ��� ����

%!	 ���0� �	���	!���� ��!�%!	�!���� ���� ��&���� �	���� �	� ���%� ��!� �� ���/��0� ���

�����$	!����	��	�$���� ���! ����!����������8�!������!���!&������������!��$�!��/����

%	�������

� ������������	���������������	��������� ��������&�������%�	���������&��;�	�� �
����� ����� ��	�&��� �����&����	�	��� ���� 	�� �������� � � ��� %	������ ������ �
������������������ �	��	���	���������� � ��'&����	��������������	��	���	������ �
���&���	�������������������%�	���� %���	������������������	���	��������� �
��� ������ 	�� �� �	����� ��������	��� � ������� %������� ���� �&���� ��� ����	���� �
&��%�����<���0����&��	���	�������=��������� ���	���� � ������	��� � 4���)�(�5

"	!�����!� 	!��������� �	����	������D����	����	��0������	����$����� ������	��������

��!��� !� 	!������ ���� ���� ����� 	������ ����� �	��� �	� ����� ���� ���� �	�������� �	

 	�%�!��������� ������!������������!���$��)���$����	����!����%!������

+���� ���� %����  �	��� �� �������	��� ��� ��� ���������� � ������� ��	�!� � ������ �
�����������	�����������������	���� ���� ��������������������� ������	�����	��� �
������ ����� ���� � � !���� � � ������� %�� ���!	��� ��� %��� � ��� ��	����� �
�	��&&�	������ �������������%�	������ �4���)�(�5

)��� ���� �	� 	�� ������� ����!���$��	� ��� ���� ���� �������	��� ���� ������	!�� ������ ���

���� ���� � &�	$������ ����� ���� $�	��� %!	 ���� ���� +���� ��!�� ���%����� )��

�����	���� ���� �������	��� ���� $��� �$�!�� 	����� ��!� ����� ���� ���� �%	&�� 	�����

�����!�� ����������!��+��$������������!���� �	���� ���������$����	!��@ %�������� ����

���� �� 		!�������� �	���� ���� ���!�� 	������ !� 	!������ )��� ����� ����$��� �� �����!

$�	� ���� ��$���� ���� �	� @ ���! �A� ��� ��!� �	���� �������� ���� �%	&�� 	������ �������	�

$���� ���� ����� ��� $��� ���� $	!&���� ��� +����� �� /#�������� �������� �����'�� � �

 	��!��� ��	��	������@� ���!�� ����������$����	���%	!�����
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��)&� #0�����/� � !"�  !"+�0 

'�!����� %!	�	��%��� ������� �	� ���!��� �!	�� ���� ����,� ���� �����!� ��� %�!�	!��!0�

 !���	!� ���� ��%�	!�!�� .����� $�!�� �	�� �� ������� +��� ��� $��� ������� �	� ���� $�� ��

�����!�� ��������� ���!������������	�������� ��!� ��!���� ��� )	��� �����!��$�	�$�!��

����+�������� �� �	 ��� %�!�	������� $�!�� ����������� %�!�	!��!�0� * � ��� ����� �� �

&�������� � � �����&������	��� � 4�7)��5�� )	��� �����!�� $�!�� �		� ����%�!��� ��� �	�

��	$�����������	���	 ���	��+����	��0� ��&�������!��0����&���	�� !������� ��!� ��!�0�

��%�	!���� 	�	�!�� ���$���� ��� ��D	����� #�����	��@� � 4���)��5�� )	��� �����!��$�!��

�	!�� ��%�	!�!�� �����%�!�	!��!�O� ���!����� �	� ��%�	!�� ����!� �	 ���  	�	�!�� ���� ����

!�%�!�	�!�� * � ������� ��0��������� ��������	��������&�	�������� �������������	���� ��� �

���������	������������������� �4���)��5�

.��� �+������ �	� +��  !������� ��������� ��� ����+������� ���� ��!	��� ������ 	�� �	 ���

��������0� ����� ���� �����!� ���  	�������� $���� �	��+��  	�%!	������ +�� �����+������ 	!�

��%����	����������	 ���%��������8	$���!�������D	!����	�������!���������������$�!��

%�!�	!����� �����!�� ��	���� �	��� $������ �	� ����� 	�� ����!� 	$�0� �	!� ����!� 	$��

%�����!�0������������ )����!���	��	��������	�+��%�!�	!��!��+��������������������� ����

����0�$������!����� ����������� ������������� �� ���+�0��������!�$����$�����	������

�	� �	��	��0� #����������� � � ������ �	��� 	���� �� �������� � � �	��� 	���� �� ���������� �

��������� ���	�������� ������ �������������� ��� ����&��&��� �	����� ��� ����� � ������� �

����� %������� ,��	!�� ��� ����� �����&������������ ��&��&��� ��	���������� �����0��� �

��������� � 4���)���5�� �������� ������ �� ���� �����!�$�������	�%!�%�!�� ����%�!�	!��� ��

�	��������� 	����%!����������	������!�����������$������$��� 	�����������$	����+�����

���$����������	�+���H��������!����	���	���!� 	!������/��%�����������	!���	����

�����!�� �!��%!�%�!���� '������ ��$���	��@%�!�	!����A� �	�	���!�0��������� ���!������
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�	� ���������!�	$��������!��0�$�����!��	!�������	��%�!%	���� 	!��	!� �����!���7�����

������������������	��	��������	� 	%��$������!����	!���������	!������	������	���!�

�� �	!�� �����  ��� !���� �� �����%�!�	!��� �O� ���� �+������ �	� ����� �� �����%�!�	!��� ��

�	$���!0���������������������������&����+��������D	!����	���������%���

��!�	!�����  ��� !������ ����� �� �����!A�� ������ 	�� �	 ��� ��������,� �����!� �*� $���

%!�%�!�����	!��� 	� �!��$��������������������!����!�0���������!� 	!�������%	�������

����!���	$��!	������������

Good session, nerves under control and I  feel ready to perform, definitely�
a mental state which has a very positive effect on the voice.� 4���)�*�5

Post concert 2 weeks later. I  have been buzzing for days the whole�
programme really worked I  was anxious on the day but not as nervous as�
I  have previously been. I  felt ready for the concert or as ready as I  was�
ever going to be given other commitments.�4���)�*�5

��� ��� ����!������� ����� ���� � &�	$������� ����  	������ �� ���� ���� ���%!	�� ���� ���

�	��������$����,

My voice felt so much more secure than 1 have ever known it; for the first�
time I  knew what would come out when 1 opened my mouth! For a start I�
knew I  didn’t need my mouth!�4���)�*�5

�����	������ �����!�������	��������	��	����!��%	���������$�!���	%�����	����	&�

��� ��� ������ ��� .��� $�	��� %�!�	!����� ��%�!��� �0� ����  	��� ��	�� $���� ���

������ �0� ���� ���	�%��!�� +�����  !�����0� ���� %���� ��� +�JJ� ����!����0� ��� ���

�����������  ���!��� ��� ���� �	��	$���� ���!� ��� .��� �����!� � &�	$������� ����� ���

��������������� ���	�� �����������������

4���)��1�9��!��5� Out o f the three I can make more o f a connection with�
that in comparison to the other two but that’s a reflection o f where I am�
as a performer, that one out o f the three, you could actually go ‘ah ’ it�
evoked the emotion I  intended to...I honestly don’t ever get into it unless I �
am singing in front o f an audience ...it’s the connection you make. I t ’s the�
whole, it’s the adrenalin you get and the focus you 're concentrating on�
and the atmosphere it creates...�4�7)����5
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Some performers talk about retreating into their own world in rehearsal, in

contrast to what they can achieve during performance.

Nearly all the time there have been a couple o f occasions when I ’ve 
thought I ’ve performed well, well that’s up to rehearsal standard, usually 
in my practices I ’m not worried about what I  sound like I  can just sing or 
not, there's not other factors to get in the way. I  can go off into my own 
little world. [PUSH]

The physical involvement seems to be crucial:

I  was a bit nervous at first but when you ’re in it you ’re whole body, you 
just enjoy it. [PIIS6i]

Some singers just want to perform more than anything else. Singer 11 is keen to

be centre stage whether it is singing or acting, for him the need to perform is very

great and it overrides any concerns about ability.

No I ’m not critical but I  think I  would do that better or yeah I  know this 
sounds very arrogant, but 1 could do that better or I ’d love to perform 
that I  reckon I  can do that...

I  can’t listen to something and say that’s very nice i f  Hike a song I want 
to sing it.

when I  go to the theatre to a piece o f drama I  think yeah, I ’d like to be 
there, I  can’t just watch it. I  want to put myself in their shoes, it’s weird. 
[PUS lli]

This singer also wants to perform whatever song anyone else is singing, there is a 

strong competitive spirit, he really wants to be on the stage and not in the 

audience. Having a strong enough vocal identity that allows the singer to feel 

secure in their own voice but which allows them to interpret the feelings of the 

characters in the song, the opera, the musical play is crucial to a performer’s 

skill. The lack of technical skills, however, can make this problematic.
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H������!� ���� �����!�� ��%!������ ���������� ��	�� $���� ���� �	� �0� ��� ���������� ��

��	��	���� ������ �� +��$���� $���� ���� �����!� $������ �	� ��%!���� ���� $���� $��

� ������� ��&����%�� ��� .���� ������ ���� ����� �� ��!	��� ������ 	���	 ��� ��������0� ��� �

����� ��	���� ���� �����!� ��� �	�� � ������� � �������� ���� ������ ����� $���0� ���

%�! �%��	��	��$�����������	�$�����	�� �����������!�� ���!��	������

��	��� ��	�������� �����������	!�� �� � 4���)�?1�9��!��5� � ��������� ������� ��� �
�������������%�� ������� ��������'���� 	��������� ��	�� ���������� ��� ��� �
4�)��?�5

� ���	�!����� �	�%���� �������	��� 	��������	�������������� ����	��������7������� �
	������������������������� ��	���	��	�������	���	��	������� ����������������� �
���� 	�&����	��� ������� �� �������� �	��� �� ��	�� ����� �	!�� ��� ������������ �
�����&������	��������������������������&�������� ��8������ �4���)�?�5

8�!�� ������%	���+����	� �������� ���&�+��$����������!�����%� ���	���	 �����������O����

�����!� !���� ��� 	�� ��!� �	���0� ������ ���� ��� ���+��� �	�  	��!	�� ��� ��� ���� $��� ���

$������ ���� ����� ��!� �	� �� �	��� �	�� ��%!���� ���� ��������� ����� �!�� ��%�� ��� ��� ���

�	���� H����� �	!� ���� %�!%	��� 	����� ����	�� ���� ��������� ������ ��!��� �����!��� 	�

�	 ��� ��������� ����� +���� ��%�!����� 	��0� ��� 	!��!� �	�  ��!���� ���� ��� ���� ����!

������� �� �0� ��������+�� !����+�!��������������!�� ���� ����!�$�������!	���	������

��� 	�!��0�������������������	����� ���%�!��� ��

����������!�� $�!�� ��!%!����� ��������� !� 	!����� �	������ @+	!���A�� .���� ���������

����� ����� !� ������+����� ��!�� ���	����0�$���� ���� �������� 	������ �	��� ���� ���� ���

$����	�� 	�������!	����

,��������������%�������� 	�� 	 � ����� !���� ������ ���������� ��������� %�� ���� �
��&&������������������� �����*�������������% 	���� �4���)�;�5

	������������	���0��������	�������	������ %���	����������������	�������� �	!�� 	 � �� �
�����������'����� �4���)*�5
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I  sounded so stiff...I’m dead...yeah I ’ve got no life... any swing to it.�
4���)���5

����%�!��� ��������!���	��	����$�����%%!� ������������%� ��	��%�!�	!�����+� �����

����������%�!�	���������	�����������������	���������0������������ ���!������	������!�

	$�� %�!�	!��� �0� +��� ����� �!�� �	�� �$�!�� 	�� �	$� ��� ������ ��	!��� ������ �����

���� ������������� ��+��$��������%�! �%��	���	������ �����!���������!�������	������

������	����������������%	!������� �	!��	!���� ��!�����������!���	�+���$�!��	��� .���

�������� ���� ����� ����� �!��  	�%�������  	����� ������ ���� �	��� +��� ����

��� ��!: !��� :������ �� �����	��%� &��%������ ��%�!��� �� ��� ����� 2)������� ����������

��������� ��%��!�������3

5.45 Musical likes/dislikes

)	���������$�!�� �����!�����!	������ �����!�A� ������!�%�!�	�!��%!	�	&��� ����!�������

!��%	������+	�������!����� ������������������+�����	�����������%!���	����� ��	�������

����� �����������������������%� ���	�����������!A�� 	���!� ��	��	���	 �����������O����

���	� !�������� �	$� ����� ����� ���� ���� � %������ �� %�!�� ��� ��%!������� ����!� �	 ���

���������

: �get the feeling this is not going to be a song I  like very much or lies�
terribly well in my voice.� 4���)�?�5

I ’m not saying I  didn't like it as a song, it’s just I  didn’t like it for me. I �
didn’t like the way I  was with it.� 4�7)��?�5

.���� �����!� ����� ���� ����A����&������$��� ‘‘she was with it� ������� ���	���������!

�	 ���������������������	���D���������	����� ��
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When they were singing a familiar and well-loved song the responses were very

different: some singers were also able to identify the kind of timbre required for

the song and feel that they had achieved what was needed.

I  enjoyed singing it, I  can hear it in the voice and you can hear that it is 
more relaxed. [PIIS17i]

...but then again with [PIISIRs-two], Ididn 7 like the start, ldidn  7 come 
in very well, the voice cracked at the beginning um, but it sounded 
comparatively really pure which the song needed and was what I  was 
trying to achieve. [PUSli]

However, it was interesting that that particular sound was not one they

necessarily wanted personally to be associated with. Professional singers become

accustomed to singing many different roles and yet retain their own identity.

Inexperienced singers need to learn these skills, both mentally and physically.

...but with [PIIS 1 Rs-two] I  wouldn 7 want people to think that’s the way I 
sing, [PIIS 1 i]

...but Hike this song and it comes through, [PIIS12i]

Two more features between singer and music are revealed in the data that links 

the musical qualities of the songs with the sense of involvement and the ability of 

the singer to express the feelings in the music. W e do the same music every week 

and I  get very stressed out it’s just boring. ’ [PIIS20i]; this singer is frustrated by 

the lack of musical stimulation he needs to keep his interest alive, the school 

choral director is perhaps unaware of this. Another singer in contrast, finds that 

the new songs are opening up new experiences for him; '‘The music enables you 

to get that across, the abandonment, nothing constrains me.’[PIIS21i].



,7#

��)5� ;���!"+ �$"�� �(��!�" 

@"���A�$	!�����$����!�/��!���	������!����%������	�0� ���$������@����A� ����	������

�����!����$����

( � � �� � � � �� 	 � � � � � ��� � � �� 	 	 � �$ 	 	 �&� � 	 �� 	 � ��� �� ) � � � �� 	 � � � � �* � � �� � <
� ���	�!�	��������� ���� ����� ��������� � ��� ������������� ��	��������� ���� �
��!�� ����������������������� ��� 	�� �� ���������� ��	��������� �������!� �
������������� �������!����������%������ � 4���)���5

)����!�� �0��� ���� �=� �����R����S�	!�R�������S�$	!��� ���!��������0�$��!���� �����!�

��0����������$�!���	!��������� ������!�%	!���������!��	 �����%�!��� ��

�	��	��� �������� ����	��� �&�� ��	����������������%��� ������	���� ����������� �
�����	�	�� � 4�7)��1�9	��5� �������-� � ������ ��	��&	���� ��������� 	����	��� �� �
��	���� I�	����������	����������%�����	���������� � 4���)�1�9�$	D:�:�� ��%	��
��	�&��F�	�H�%���%�����	�����	��������� �4�7)��1�9��!��5� 9��������������� �
����� ����� ��� �	��	��� ���� ������������� �������� ��� ��� ��� ���� ������� �
4���)���5

8�!�� ���� �����!� ����� @����A� ��� �� �����!����  	�������� "�!����� ���� ������ �	� +��

��� !�+���� ���� %���� ��� ������ 	�� �������� ����� ��������%���� � ����� ��� ��%����� ��

���� ���	!�%�� �	�	�� �����%� �0� ���� J������	����	���������	��)/� ������������� !�+���

$�����������!�0���$��%���	���0�������������������� !�+�����������������!��0�$�� ��

 	���� +�� �� %���� ��� 	!� ��	��	���� !��%	���� 	!� �� �����!�� 	������!��� %�! �%�����

��%�!��� ���

4���)�1�9�$	5� ,������� ��������� 3�����������	��������� ������� ������������ �
�	����� ����������������	����%����A���� ����������	�������	����%�����8��� �
	��	������ A�0���������'	���	����������������� � ��������	!����������������	�� �
���� ��'��%�����������������	����������	���� ������������������	��������������� �
�����������������	���	�� � 4���)��5

)����!� �� ���&�� �+	��� ���� ����� 	������ �	� �� ��� #���� �	����� � ���������+�	 &���� 	!� �

%���� ���	��0�	!������0��������!��	�������$	�� )����	���	���	�����@����A� �����!���	�

��������������������!���������	�������	���

��� � ��� �����%����������'��������������������&���������������������� ����� �
���!���� ���� ����������� ����	�������� ��� ��	������� 3��� � ���� ����� ������� �
���� 	�������������������	���	 � ������	����������'�	��������������� � ����������



176

I  have crossed a threshold as I now have some idea what it feels like to�
have a relaxed jaw and when it is Ifeel my tone is much warmer. The top�
notes feel lower too, but I  still don't like D.� 4���)��5

)��� ���	� $����� �	� @����A� �	!�� !������� ���� ����� ���� ���� ����� �� %�� �	�	�� ���

+�!!��!O��� ‘threshold1� ����+����	��! 	����������������%���� ���$����+������	��	$��

���� ���� ��� �$�!�� 	������ �	��� +����� ‘warmer’.� ��� � 	���� � �������	�� ��� +�����

�	���� ���� ����� ���� ������� �������!������%�!��� �� ��� ��!��� 	������%	����	�� 	 ������

����� �	����� )	� �����  	��!������� �������	��� ��� 	��� ����0�  	���!��� ���� �����P

����!��� %�! �%��	��� ���	����� ��� ��������� .��� %���� ��� �������	��� �!��  �	�����

���&���$��������%�� �	�	�� ��� ��������������������!���	$�,

Can also feel diaphragm and stomach muscles doing their business, even�
in jazz singing where not necessary to pack such a punch.� 4�� 9 � ��!�
��� ��!5� complimented me on my voice, I  feel quite positive about all this�
�	$����4���)��=�5
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)����	!�A��2�=�?3�@�����������A����� �����%�!��%�M

Yes I  can be quite critical on that now� 4���)��1�9�$	50� I ’ve definitely�
done it a lot better actually it was a good piece to learn urn, admittedly it�
was quite an easy one, 1 quite liked that’s one thing I do find i f  I  enjoy the�
piece I  learn it easier which is why I didn’t like...[����)���5

.���������!������!���%� ��� ��������$��������%%!	� �������!���������$��	��,

4���)��1�9�$	5� 1 did a small amount o f research into the composer and�
the context o f the song...I obtained a translation o f the words in order to�
understand the true meaning o f the song... Knowing this is fundamental to�
the performance ...in conjunction with research, familiarisation o f the�
notes and the tempo was gained through ‘note-bashing’ on the piano,�
listening to a recording o f the song and a recorded accompaniment.�
4���)���5

4���)���1�9��!��5� I  tackled the first verse again. Had forgotten almost all�
o f it from yesterday. The best way to remember seems to be to imagine�
the scene in a series o f pictures, the words seem to come to mind more�
easily that way.� 4���)���5
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This singer [PIIS21] makes his description of emotional experience sound

detached when recalling the experience at interview:

You can get carried along with it and also I  find that with that, the music 
gives you more o f an opportunity to express emotions. [PIIS21i]

The ability to be really critical in a detached way is a useful skill and singer 5

was able to listen to the entire recording, pointing out minor discrepancies in the

tone she wanted to achieve without undermining her sense of vocal identity.

I  think it sounds as rich as it ought to, but I  can still do better 
still be deeper and more supported.
I  would have thought it would have picked up where things were not right 
some o f these little things I ’ve just got to work out in my mind, 
how to manage them, i t’s just a bit o f stage management isn’t it 
and I've really got to be focussed or I ’ll lose it.
Those really nasty sounds and a couple o f them, I  was under the note, 
and I  need to support them. [PIIS5i]

It does not always follow that the analytical skills and self-criticism result in a 

lack of emotional involvement. The ability to articulate the sensory experience of 

singing often produces subtle layers of perception and suggests the foundation of 

more advanced concepts of timbre.

With those kinds o f songs I  can produce a warmish sound, that’s not like, 
urn, a pop-style warm, not sure how to describe it, um, like a, ‘I ’m 
supposed to be a big tough guy but actually I ’m quite a sweet softie 
inside’, soft voice. [PIIS12i]

#'#� Summary

;� ������������ th in k ��+��	�	����������<

This chapter has shed new light on the question of how singers think about their 

voice. By exploring the data in terms of the singer’s self as described in 

reflection, construction and expression of the singing voice, it has been possible 

to see how a ‘vocal identity’ is established. Reflective language about the voice
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indicates the singer is acknowledging their voice as part of their overall identity 

and sense of ‘being’ in the world. Language that implies a sense of agency, of the 

singer constructing the vocal sound, provides further proof of the singer being 

engaged in the active production of the singing voice. Expressing feelings and 

emotions through music and the voice, relies on the fact that a certain level of 

vocal ability has been achieved. These features of vocal identity are interactive in 

the whole development of the person as a singer and Phase II has shown that 

these are useful and valid ways of investigating vocal identity.

Vocal identity can develop over time; it can be extended by performance 

opportunities and it can be creative and exploratory. The perception of a vocal 

identity can be analytic or holistic, and is in many ways dependent on the 

personality of the singer, however, active participation seems to be the key to the 

establishment of a successful vocal identity.

The biggest test for vocal identity is when a singer hears their voice as others 

might hear it and the recording of the singers presented to them at the interview 

did provoke a reappraisal of vocal identity for some singers. They had to match 

what they heard with the mental and aural picture they had established of their 

voice, (cf. Callaghan, 1999).

The next chapter discusses this intemal/extemal mismatch more fully, with 

specific references to the interview data after the singers heard the recording of 

their songs. Many of the points raised in this chapter will be revisited in the
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6. Auditory Vocal Perception: the mismatch of 
internal and external experience in the singer

6.1 Introduction

The discussion in the previous chapter, though concerned with identifying the 

establishment of vocal identity within the singers, also highlighted the problems 

encountered when a singer did not recognise their sound or wish to acknowledge 

it as their own. Some singers spoke of not liking the sound they heard on the 

recording. However, the mismatch can be experienced both as positive and 

negative within the singer’s own perception. There are situations where the 

singer prefers the sound they hear inside and does not want to acknowledge or 

‘own’ the voice everyone else can hear. In the reverse situation, a singer can feel 

unhappy about the sound they hear in their head and tiy to compensate for that 

by altering it when others perceive the external sound as perfectly satisfactory.

Real time visual feedback (Batty ��� ����  2002) can go some way to give both 

teachers and singers a tool for discussing the auditory differences but even when 

trying to match the visual spectrographic image to the acoustic sound it cannot be 

assumed that teacher and student are ‘hearing’ the same sound. It would appear 

that there are fundamental auditory and acoustic differences between the singer’s 

internally perceived sound and the external sound as heard by a teacher or an 

audience and while this is well established in the research literature it has largely 

been ignored in many books on vocal pedagogy (Fourcin, 2006). If a singer is 

establishing a sense of vocal identity but is then confronted by a sound they feel
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T itze  1994: 
48

E ffort
C om fort
Energy

C olour
Sensory

T hurm an � �  
���
2 0 0 0 :1 9

Style/specific
T w ang
O pera
Speech  quality  
B elt quality

Juslin  & 
S loboda 
2 001 : 80

E ffort -  positive 
- negative 

C om fort - calm  
-easy

E nergy  - agility  
-dynam ic

C o lou r - 
gender
- co lour
- character 

Sensory  - 
quality
- affective
- effective

B orrow ed  
m etaphors 
T hurm an  � �  
� �  2000: 
517

M usical
instrum ent
quality

D ensity /pressure
W eight
G row th/m aturation

C olour/L ight
T em perature
S hape/texture
T aste
Space

A m heim
1974:v-vii
V isual
P ercep tion

M ovem ent
D ynam ics
Form

B alance
G row th

Shape
L ight
C o lour
Space

E xpression

V an
L eeuw en 
1999: 129- 
141
S em iotics

L oud /so ft
H igh/low

T ense/L ax
B reathy /non-breathy

R ough/sm ooth
V ibrato /p lain
N asal/non-
nasal
F ronta l/back

The use of metaphorical language within the Phase II data was diverse which 

could be due to the influence of the personality and age of the individual singers 

and also their teachers’ methods and style when using descriptions of voice 

qualities.

Word lists have their uses but the value of these data is really to compare the 

different approaches singers take to describing the making of sound and the
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...processes of audition that can accomplish the grouping and use it to 
derive these experiences must be doing so in time periods that we have to 
measure in milliseconds. (Bregman, 1990: 705)

The process of grouping the sound experience can be seen in the use of 

metaphors; the singers, articulating their singing experience and their sense of 

their own vocal timbre, are tiying to put into words a tiny fraction of time. It 

would appear that some metaphorical images suit some singers and not others 

and this can indicate the different perceptual approaches the singers adopt as well 

as the conceptual understanding they have absorbed. Analysis of the data also 

suggests that aspects of a singer’s vocal identity may orientate their auditory 

perception.

7.2 The metaphors used in the Phase II diary and interview 
narratives

7.21 The rarely used metaphors: temperature, weight, taste, 
balance and musical instruments

Across the data several metaphors appear to be popular while some hardly get a 

mention; for instance, only four singers referred to their voice in comparison to a 

possible instrumental sound. Singer 4 was a clarinettist and also played the treble 

recorder and she used those instrumental sounds as a way into describing her 

own voice. Singer 12 made a rather nice dynamic comparison and used 

orchestral analogies.

� ��	� � �	������������������������ 	��������� ���%��%�������� �������� �	���������� �  
��	������������� ���������� ���������	�!�&���	���������%�����&��%�������	 � ��  
��&�������� 	���������� ���� ������� �	��	����� ��� ���� ������ ����  �	����� ���  
�������� 	 � �� �&�������� ���	����� 	�����������	!�� �������� � ��	����%�� �%��� ��  
tfo...[PIIS12i]
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Singer 18 described her voice as ‘reedy’ and singer 21 described his voice as 

‘tinny’ but apart from these references; instrumental sounds were not obviously 

compatible with vocal colours in these data. However, it is very common to find 

references to instrumentalists making a singing tone (Rosen, 2002: 24); this 

suggests that the comparison works more easily the other way around.

Temperature as a means of measuring the quality of a voice is a curious 

metaphor as it could imply a rising of bodily temperature on hearing the voice or 

it could be associated with a colour, as in warm colours rather than cold. 

Certainly warmth gets used to describe voices quite readily, it also implies a 

‘warm’ personality so perhaps it is even more difficult to tie down than would at 

first appear. Singers 1, 11, 12 and 18 all used warmth to describe either their own 

sound or the sound they wanted to achieve but one singer was obviously 

confused by the concept, ‘ warmth is something I  have discussed with my teacher 

and I  find this difficult to grasp' [PIIS16i], This highlights the communication 

difficulties when a teacher uses a metaphor that is not understood by the student 

(see 7.53).

Taste featured in one of the Phase I singers, and it only featured in two of the 

Phase II singers, with ‘caramel, and honeycomb’ [PIIS14i] and ‘chocolatey’ 

[PIIS19i] being used by singers with perhaps a sweet tooth. This suggests that 

taste is not easily associated with vocal sound by the majority of singers.

B����	� ��	��� �������� ��� 	��� ��������	����� � �� �������� 	�������� ��� ��  ��� � �  
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Table 7.3 showing CD tracks for the listening study

Track Singer Song
1 2 Nothing from Chorus Line
2 18 Widmung Schumann
3 13 A Thousand Miles Vanessa Carlton
4 4 Going to heaven Copland
5 1 20 Ich grolle nicht Schumann
6 5 Maria Weigenlied Reger
7 6 Tell me on a Sunday Lloyd Webber
8 1 The Nearness o f You Hoagy Carmichael/Norah Jones
9 21 Linden Lea Vaughan Williams
10 19 Ye banks and braes (unaccompanied folk song)

These data were analysed by comparing the different responses of the 5 

participants. A comparison was also made between the singer’s self-description 

and the 5 listeners. The language used was grouped and the musical, technical, 

timbre, diction and personal comments were compared. The following table is a 

reminder of the codes mentioned in chapter two and used in this part of Phase II. 

Table 7.4 showing codes used in the Phase II listening study

Listener study L: Listener
5 amateur non-singing musicians a: individual listener code
[La-PIIlrs-one] PII: Phase II
i.e. Listener a with Phase II singer 1 S: Singer
with recording song one 1: individual singer code

R: recording
s: song
one: two: three

The listening study illustrates the diversity of responses that can be perceived by 

an audience to the same singing sound. Bearing in mind that the listeners could 

have been experiencing different auditory sensations due to their own hearing 

abilities, it is interesting to note that some singers provoked more subjective 

responses, while others prompted more comments on diction, technical or
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musical aspects of the performance. Timbre also seems to be more obvious when 

hearing some singers than others. Perhaps the timbre of a particular singer was 

non-descript, or too difficult to put into words or was masked by technical, 

musical or diction problems. The range of responses suggests that singers 

stimulate an individual response from an audience and that the audience identity 

orientates the response in much the same way as vocal identity in the singer.

����� �'$(!"!"+�����$��!�"-��0� /�" �

Looking at the different responses in the listening study it is possible to identify 

features of auditory perception each participant is experiencing from the 

recording. The first track [PIIS2r-three] provoked the response, 'hard, 

penetrating tone’ from listener a but ‘vibrant’ from listener c. Listener e heard 

the ‘poignant ’ feelings expressed by the singer, whereas others [a, b] were just 

‘annoyed’ and found it 'wearing’. The second track [PIIS18r-three] also 

produced some divergent responses, four out of the five listeners [b, c, d, e,] 

thought that it was a 'mature' voice but listener a agreed with the singer herself 

when they said it sounded 'youngish'. The third track [PIlS13r-one] two listeners 

[b, e,] identified a ‘breathy, gasping’ quality but listener a spoke in more 

technical terms about ‘shallow voice ’ production, while listener d equated the 

sound with a ‘black boy pop voice’ and indicated that he 'should do well’, a 

reference to the commercial nature of the style of music. This shows how the 

attitude of the listener is governed by many factors, perceiving a voice from a 

technical point of view or a musically influenced response.
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Table 7.5 showing the use of timbre words by the individual singers and the 
listening panel

Singer Singer’s words Similar responses 
from panel

Different responses 
from panel

2 Big Hard, penetrating, 
confident, very 
wearing, 
penetrating, 
strained, not very 
lyrical, strong, 
theatrical

Vibrant, lively 
Poignant at the end

18 Young, bumpy Youngish, a little 
bland, pleasant

Mature, full sound, 
liquid smooth tone 
Plummy, indistinct, 
mature

13 Loud, nice, white Speech sound ‘black’ pop boy 
asexual, nasal, tight, 
shallow, light 
breathy, indistinct

4 My voice wasn’t shaking any 
more
Lack support 
Enjoyed lower range

Diffuse, woolly, 
slightly stretched 
No support, flat 
foggy, booming, 
thin, swooping 
upwards, slower 
deeper bits more 
appealing

Strong, needs to 
develop lower 
register

20 No flow, rigid, hard, bored, not 
warm as it should have been

Needs more 
resonance, lacks 
complexity, poor 
line, constrained

Pleasant, fresh, 
young,

5 Quite good, too much 
swooping

Needs to watch 
vibrato, good sense 
of style, mature 
experienced

Smooth, restful, bell 
like, thin at top, no 
bottom, not a rich 
sound

6 Brighter, gravelly, clear Pure sound Needs more 
passion, breathy 
foggy, light

1 More comfortable, bit more 
depth

Relaxing, intimate, 
good depth

Weak, no feeling, 
flat delivery

21 Very rich golden colour Light tenor Very restricted, 
inconsistent, 
struggling, no 
feeling

19 Threadbare not brassy enough Bird-like, pure Good strong voice

It is possible to see some layers of auditory vocal perception similar to those 

found in the singers. There are initial reactions to the quality of timbre; 

sometimes reflecting the comfort the audience intuitively feels within their own
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7.53 Implications for singing teachers and singers
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7.6 Summary

This chapter has explored the role of metaphorical language in shaping the 

concept of vocal timbre in singer and listener.. By examining the kind of language 

used by the singers and listeners in the data it is possible to identify certain 

patterns. In chapter three over 250 words were analysed from the Phase I data 

(Tables 3.5, 3.6, 3.7); the classifications relating to vocal timbre were used to 

analyse the discourse in Phase II (Table 7.1). In this chapter the focus has been 

on the types of metaphors and what their use might reveal about auditory 

perception taking place within individual singers.

The use of terms such as comfort, energy, weight, expression, taste, balance and 

temperature, all seem to refer to some of the physical sensations experienced by 

the singer and associating the singing sound with bodily sensations and reactions 

is confirmation of the ‘bodymind’, holistic nature of the voice. Ideas about shape, 

colour, light, texture, form and references to musical instruments, suggest a 

further layer of auditory perception with the singer using images in a cognitive 

conception of vocal processes. As discussed in the previous chapter the 

experience of high/low, thin/thick, weak/strong, seems to involve deeper 

kinaesthetic responses to acoustic feedback both internally and externally. The 

laryngeal muscle movement and the resulting vocalisation and auditory response 

is an intuitive process that seems to be shared by singers and audience. High, thin 

and weak sounds imply a softer dynamic and can be associated with very young
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8. Concepts of Space and Movement: the 
distinguishing features between amateur and 
professional singers

?��� ����	�����	�

In this chapter the sensations of space and movement that singers experience 

when singing, will be examined in more detail. It begins by linking the results 

from Phase I to those of Phase II with particular reference to the analysis of the 

discourse into four themes: feeling, sound, space and movement. These were the 

four themes that emerged from the data in the diaries of the three professional 

singers. A table (8.2) illustrates the references to these four themes in the Phase 

II data.

The next section examines the concepts of space and movement more closely by 

including a further literature review linked with the data concerned with these 

two aspects. The middle section of the chapter discusses auditory vocal 

perception in more detail, seeking explanations within the discourse of the 

singers, looking for any sense of awareness of muscle movement in the vocal 

tract, plus an examination of the sense of flow in performance. This section also 

links the data from the professional singers’ diaries from Phase I and four singers 

from the initial interviews of Phase I with the Phase II findings.

The fourth section of the chapter looks at the factors which influence auditory 

vocal perception; namely, the importance of vocal experience or chronological
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8.11 Linking Phase II and Phase I data
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Another professional singer agrees with this:

� �!���������� ���������������� ���������� � ���������� ����������!����������  
������	���� ���� ���������!������	�������%����������,������������	���� � �������  
�����	����� � ������������������������&&��������%����	���  [PISK]

The contrasting responses in the professional singers’ discourse (Phase I) and the

amateurs’ discourse (Phase II) highlight the subtleties of auditory vocal

experience and in particular, argue the case, that expressions of space and

movement are found in higher levels of vocal perception.

>���� ���� �'/0�  !�"� �%� /$-�� $"�� (�,�(�"��3!��� 0�%�0�"-�� �� �
����,�!-�

As highlighted in previous discussions on the Phase I data, two themes emerged 

within the diaries of the three professional singers that had not appeared in the 

analysis of the initial interviews with solo and choral amateur singers. In Phase II 

the data were further examined using the same themes found in the professional 

singers diaries, feeling, sound, space and movement (Table 8.2).

The majority of singers referred to aspects of feeling and also referred to the 

sound they experienced while singing. There were some gaps in the data with 

reference to space and movement and this resulted in a closer examination of the 

discourse for possible explanations. As with previous analysis, the singers were 

cross-referenced to see if there were any indications that age, gender, type of 

music in repertoire or teacher, produced any significant patterns but there were 

none. The only factor that emerged was that of vocal experience, the amount of 

time spent singing each week and the level of vocal identity that had developed 

as a result of performing and studying the voice. #7� ����� ����;������ ���
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‘individuation’ o f the voice only comes with maturity’ (Hilary Finch, music 

critic, personal correspondence). The evidence suggests that with vocal 

experience comes the ability to perceive the voice in terms of space and 

movement. The following table (8.2) illustrates this; the taxonomy level (taken 

from Table 2.2) is put in brackets below each singer’s number code.
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It might seem curious to devote a whole chapter to just two of the metaphorical 

concepts found in the data, but this was a striking finding, whereby concepts of 

space and movement appeared to distinguish singers who had achieved a certain 

level of performance from those who were beginners. Whether this perceptual 

understanding of the voice has come about as a result of training or whether the 

experience of singing at an advanced level has developed these skills will be 

examined in the following discussions.

It is not clear from the data whether the singers themselves were aware of this on 

a perceptual or a more concrete, conceptual level. In other words was it a skill 

they adopted consciously or was it at a perceptual level more instinctive?

8.2 Concepts o f space and movement

8.21 Evidence from the literature

Musicological perspectives

Noe argues the case for a sensorimotor or enactive approach to perception; he 

argues that to perceive ‘we need to keep track of our movements relative to the 

world’ (Noe, 2004: 34). Clarke discusses Scruton’s (1999) arguments for space 

and movement metaphors as integral to the notion of music and while the 

metaphysical argument explores these metaphors from a philosophical 

perspective, it also confirms their existence as musical concepts (Clarke, 2005: 

67). There is however a difference between the combination of tones in music 

producing a sense of space and movement within the structure of a composition 

and the timbre and tone quality within one note or phrase, that a singer perceives
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as having space and movement. The first example is where perceptions of space 

and movement are created between the combination of notes of different pitches, 

timbres and rhythmic values, the second example is the sensation of space and 

movement felt by a singer often within one note and as part of the vocalising 

process.7

Neurological perspectives

Cognitive neuroscience has helped to identify certain areas in the brain as having 

links with these sensations of space and movement. The area of the brain most 

closely linked with speech production, Broca’s area, is essentially a ‘movement’ 

area, triggering activity in the lips, tongue and throat to produce speech (Carter, 

2002:189). This supports the claim that we are only conscious of those things 

that offer opportunities for action.

Although the action schema pathway is unconscious it may help select 
objects for consciousness. The region of the brain where action schemas 
are created is also concerned with attention, and it is possible that 
schemas which are particularly strong nudge nearby attention 
mechanisms and cause the brain to zoom in on (orient) the perception as 
it emerges from the lower processing line. (Carter, 2002: 193)

This illustrates the links between the physiology of the ear and a sensorimotor 

element; a suggestion which finds agreement with the findings of Noe and which 

is also echoed in the work of Alfred Tomatis.

7 T h ere  are d iffering  exam ples w here the space/m ovem ent m etapho r can  be  seen w ork ing  as an 
analy tica l too l: o n e  is exp lo red  by  m usico log ical analysis as in  C la rk e ’s (2005 ) d iscussion  o f  an 
ex ce rp t from  9 	BB��)&  an d  ano ther can  b e  seen  in  th is  study  exam in ing  th e  audito ry  p ercep tion  o f  
s ingers . I t is im portan t to  no te  the d ifferences betw een  the m usico log ical use o f  such term s and  
th e  p sycho -acoustic  perspective.
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	!��!� �	� ����� �� ���������0� ��� ��� !�+��� ���� @ 	���!����	�A� ����� ��&��� %�� ��

+��$���� ����  	 ����� ���� ���� �����+���� ���������	����� $���� ����  	!���� ���� ����

+	���� 8��� $	!&� ��� +��������� �	� +�� ��!������ +�� 	���!� !����! �� �������� 2-����0�

�;;�3� +��� ���� ��%������ 	�� ���� 	%������ ���������� %	���!�� �	!� �����!�� ���� ����

�$����� ����	� �		%�� ����� ��&�� %�� �� $������ ���� �����!� ��� ������ ��!����� ��&�	$��

$������������������%!	�����	������%����	���	��0������%!	�������  ������	!������������

�����+		&��	����� �������������!���!��	��������!������%�!��� ����!������������ .���

�������� ���!� ������ ��!�1� ��!�� �����!� ��� ��!� ����+		&�2�;;�3� �����	������� �

�	����� � �����	��� ���!���� +!������ ���� ��� ���	 ����� �� �!�9%�!����� �%%!	� �� �	� ����

�	 ��� ����!�����0� +!����:%�	����	�:!��	����	�� $���� 	���� �����	!��  	��!	��

��%������ 1� ���� �������� ���	� !�������!����� �������!����!���� 	��+�+����2)������!� �� �

��� � �;;�,� ��?�3����	������������������!����:�����	!�������	��	��������!�������0����$����

�������+!���������%��!��%�������%�!����������	!��%�! �%��	���H��������������������

�!���	����$���������!�������$����.	�����0�2�����������!�����	!��@�����A��	����� ���

����%!	�	�� � �����!��� �  	!������	� ���� �������!����! ��$����+�+���3� ���� ���$������

���� ��!�%����� �� �	!�� ������� ����%�!����� ����%�! �%��	�� ����%!	�� ��	�� 	���	����

�%%��!���	�  	���!���������$������������������%	���!�� ���+��+����� �����	!���������
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���	��������	���

��� � 	���� � ��!��� �%������ �	 ���	�� !���!�� �	� ������������ ���� �	 ���	�� 	���� �	����

�	�! �0� +��� ����� ��� �	�� /����� ���� ����� ��%�!��� �� �� �����!� ���&�� �+	��� $����

��� !�+���� �%� �� $������ ���� �	� ��� .��� �����!�&�	$�� ����� ����� ���� ���� ����!���
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vocal mechanism are the sound source but they build up a sound-map of their 

timbre from the internal auditory experience and the multiple acoustic feedback 

sensations that surrounds the body. Bregman, whose work on auditory scene 

analysis is still fundamental to our understanding (Howard, 2005), seems to 

suggest that spatial location is a useful tool in enhancing changes of timbre 

(Bregman, 1993: 26). A singer uses spatial concepts to hear, adjust, enhance and 

develop vocal timbre.

+��� ��	������������������	���� ���&	��� ����������������� ������	��	�������	��  
<��	��� 	�� ������� �� %	�� ����� �	��	����=�� 7�� � ��	��� ���� ������ �	��� 	�� ���  
����&�� ���� ������	���� ������	��� �	��	��� ���� ������� ��	������ �	�������� ��  
�������'&��	��������	����	��	���%��	����������������� �������	��	��������  
���%�� ������������� �������&��!�� � � ������	���� +�	����������������� 	�������  
������ 	�� ����� ����� ���������� ���������� �� ���� ����� ��	����� ���� ����  
��%�����	��������������  [PIsd-three]

Here the singer speaks about the difficulties of singing outside in an open-air 

concert; the different sense of space when singing in the tenor line and the sense 

of being at the ����  of his voice. Similarly this singer speaks about the space 

inside the head.

+��������������	��������	������&�7���� ��,��������������������	����� � ������  
��� ������  /  ���� �	��	�����	��&	���� �	��� ��� ���������� ������� �&���� 	��	��  
��������  [PIIS17d]

At a neurological level it would appear that information relating to movement is

processed in a spatial form in the auditory cortex.

Temporal information, coded at the sub cortical level as spikes 
synchronized to the periodicity of the acoustic signal, is subsequently 
converted to spatial information coded in the form of tonotopic maps in 
the auditory cortex. (Liegeois-Chauvel � �� ��  2003:153

The area associated with speech in the brain is also linked with movement, which 

again points to the validity of a holistic approach to hearing and singing.
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The singer has to use whatever concepts of the auditory experience they can 

gather during performance and then link them up to the physical sensations they 

experience at that moment in time. Bearing in mind that at the sound source, the 

vocal folds, there are no means for a singer to be aware o f sensations (Chapman, 

2006: 219) they have to use other physical experiences to tie in with the auditory 

knowledge they have in the memory and the auditory feedback that is ongoing. It 

could be that the ideas of space and movement reflect a three dimensional aspect 

of singing that only comes with experience. The ear sets in motion a psycho­

sensorimotor loop that includes receiving information from the auditory memory, 

the real-time acoustic feedback and the physical and psychological sensations of 

singing.

8.22 Evidence from the data

The three dimensional features of space and movement suggests a higher level of

auditory perception in singers and there is evidence for this in the data. Some

singers resorted to physically demonstrating with their hands. Here the singer

uses her hands to demonstrate one of the dimensions she experiences (the pillar

box) while explaining the technical things she is tiying not to think about and the

difficulties of finding the space for her voice.

I  know when there isn’t enough space, you know, when i t ’s not right but 
when it's going so well you don’t actually stop and think about the 
technicalities do you? And I have a tendency to get bogged down to make 
my notes clear, bring the sound forward and then all o f a sudden I ’m like 
a pillar box [holding mouth and jaw] and that’s bad, yes, I  can tell you 
what the space isn’t but when it works i t’s just fantastic. [PUS 16i]

Understanding the dimension of scale when singing is a point that Hilary Finch,

the music critic, alluded to.
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�������	�!���������������� ��������������� ��������	������������������������ �
������!�	��� +������������ ��������������� 	������������������%����&�	����%�� �
���/�� ��������� &��0���� ������ +���� ������ ����� ��� ����� %������ �� ��� �
	���	���	������ 	��������� ����/�� ����&�����'� � � ����!	��� 	�� ���������������� �
4%�!�	���� 	!!��%	���� �5

F��� 	 ������ �����!�� ���&��� �+	��� $���� ���� $��� �!����� �	� � ������ ��� �������� +�

!���!�� �� �	� ���� +!����0� ���� %��!������� �%� �� 2���� �	$��3� ���� ���� %�� �� 	�����

�	��0���	����������	����	�������	���	��������%� ��� �������������%	����

"����� 	 � ��� ��� ��� �	��� ���� ������� � � ���� �	��	��� �������� ����� ������ � � ��� �
�	��	�����������!��������%������������������������������������&�	���	����� �
DHE����4���)���5

8	$���!0� ���� �	���	���	� �����	!���+	�����!�%�� �	�	�� ���  ������ ���� ���������

�	!������	� ���	��	�	��,

� � ������� ����	��������������%�����	���	��� ������� 	��	�� ����������&����� ��	�� �
����������	��	�������%���������	�������������������������� ������������������� �
���� � 4���)���5

.���� �����!� ���&�� �+	��� ���� �	��� /������� #���!�� � ���� ���� %���� ��� ��%�� ���	��

���!	���	��%����� ���������������	!������	� ���	��!����0� #�	����	�� � �������	������!

�!���!���	�������������������	��� �������$��������$	������&��

+��� ������ � �&�������� ���� ���!� ���� ���!	��� 	�� %���� ���� �	����	��� �
4�7)��*�5

H��!��������������!��������	�+��	�����+����	�����&�	���$	��������	��,

� ����������������������%���	������%����������!� � 4���)?�5

F��� 	������ 	���!�%!	�����	���� �����!�� ������� ������ �� �%	&�� �+	��� ���� ��J�� 	�����

�	� �����!�����	���	�����&����	��!	������������$���+�������&����	�����,

� ������������������ 	�� ���� G2����� ������������ �����	��� �������� ��� ���� �
���� �������� � � ���� �������� ��� ����������� ��������� ������������� ������	� �
����� ���� ����� #%	������� ��� ��� %	������ %��� ����� 	�� ���� �������� ������� � � �
&��	����� ���� ������� %�	��	���� ���	��� �� %	�� ��	��� 	�� ���� � ������ ������ �
4��)>5
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The impact of the musical demands also affected another of the Phase I 

professional singers:

� �������������������������� ���� �!�� � ����������&�	��� � ��������������������!�  
�������������� �����������	��������!���������!���������������%����&���  
����������� ��������������� �������&�����������	����������	���	����� � ����������  
�� ��� 	�� ��� %�� ��� ���������&�	�	����� ���%�� ���!	����	���&��&��� �	!�� 8���  
���� 4������ ���� ������ ���� ���� ����� ���!�� � � ��	��� ������ ���� ���� ��  
�������������������������������������������	������������ �������������� � �����  
����� 	�� ���� ����� � � ����0����&���	��� 	�� ���� ����� ���� ������������ ����� �	���  
���������������� ���� �����������������	��������	 � ������  [PIS Ji]

The sense of personal involvement can conflict with the role of taking the

composer’s intentions, and not all singers experience the division so clearly. The

psychological commitment to performance is still acknowledged to be integral,

this singer also makes much of this point.

7�� �� �	����� � � ������ �	������� ���� ������ ���&�	���	����� � � ������ � � ���� �  
���&�������� ����;�����	����&������� ��� 	�� ����� %��� 	�� ������������� �����  
������������������������ ������������	���� %���������&��&��  [TV reality show 
for singers] ������	�!	������������	���� � ������������������������������ �����/��  
0������������	������� +���������%��	�����!	���%��	���	��� ���� ��	���	����	���  
� � ������ ����������� ��	��� 6�� � � ����� ��	��� ��	��� � � ��	�!� ����� ���	���  
�	��	��*� ��� 	��0��������	��� ����������	��&�%�	��� � ���������� ���� %���	��  
����������� �������������&��&����������  [PISJi]

This suggests that the third dimension in the use of space and movement

metaphors is a psychological one.

8.3 Auditory vocal perception: how do singers talk about 
space and movement?

>�&�� �/$-�

This singer was asked;

D o  y o u  g e t  a  s e n se  o f  sp a ce  w hen  y o u  a re  p re p a r in g  a n o te?
+����������������	���� ��	� � ������������� %���	 � ���!	���� � ���	�!	����%�������  
	�����������������	���������	!�����������&����������������������������� ���
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finding more difficult now because my voice has changed again a 
bit. [PIIS4i]

Not all singers found it easy to talk about a sense of space: this singer thinks in 

terms of intervals and pitch.

The feel o f the line was always lovely, comfortable and creamy with a full 
feel to the notes. However, now I  have started trying to work it through 
properly, the sound has gone thin again. I ’m always telling my 
students...that i f  after some work, their sound seems quieter in their own 
perception, that it is probably because I ’m hearing more o f it now 
[PIIS18d]

This singer describes quite effectively some of the learning processes singers are 

involved with; there is an initial feeling for the sound that is wanted and perhaps 

the ear is somehow leading the singer to explore that timbre. The singer says ‘I ’m 

hearing more o f it now ’ which suggests a more personal commitment.

Has the singer heard a recording, or heard their teacher singing the song, or has 

their imagination created an aural picture of the sound they want? The sense in 

which the singer themselves takes on the auditory responsibility for the sound is 

an important development. However, after working at the technical aspects, 

getting the memory fixed, and adding nuances of tone and feeling, that initial 

sound can sometimes disappear, ‘ now I  have started to work it through properly, 

the sound has gone thin again, ’ [PIIS16d]. Has it really disappeared, is all the 

‘working’ of the voice counterproductive or is it part of the process? When the 

ear starts to listen for the fine details it can stop looking at the whole and then it 

becomes difficult to retrieve whole picture. This could be evidence of a switch 

between right ear and left ear hearing (Sininger et a l, 2004). And yet, an 

audience, or a teacher can say, ‘yes it’s okay, you’ve got it there
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�����&�	���� ������������������	���������&����	�����	���� � �%��	����� � ������ �
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8�!�� ���� �����!����� �� ���!� �����	������ �	�������$����� �	�  !����0� ��� ��� ���	 ������

$����	%�!�0�����������+����%� �0�+�������!��!����������������������&�	$�������������A��

/�����$�������$����0��������

G��� 	���������������%	������� � ������	���������%	������ ��&��	���������������� �
�&����	��������	���������������%	���������� ��&��	����� #����� ������	������ �
�	�������������������������������	���������������%	��������� � 4���)�;�5

>�&�� ��,�(�"�

.���������	�������	� ��@�	���A0�@�	�������	��A0� 	���������	������O�������!��	$

�!	�� +!����� ��� �	����� ��� $���� ��� ���� ��� �����!�� $������ ���� �����!A�� %���� ��

�!����+����	�����������!����%�!��� ������������	��@��	$A0�	���!���������

���!	������������������� � �������������!��	�����������	 � �	�������������������� �
������ 	�� �������� ������ �	!�� ��&������ ������ %��� � � !���� ������ � �� �
��	����� �4���)��5

H��������	����	�������!����0���������@��� &A��������������!������	���&���	!���%� ��

�������+� &�	 ��������!	����	�������� �	����� ������� .����  	����+�� ��%�!����� 	���� �

%���	���	�0��	$���!�����%����!��	�������	!������!��	������������ 	��� ����	!���

�	�9!��	������%� ���%%��!���	����� ���	 ���%�! �%��	��

>�&&� �!60$��

�	��	��%�! �%��	�� ���+����������+�������!��������!��	������	������%�! �%��	��	����

��!	+	� 	%� �������� .���+!����%�! ����������+�!���������������+����� 	�����	���+��
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the eye is in fact seeing a sequence of receptive fields in the retina. The 

experience of vibrato can offer a similar experience, as of hearing a moving 

sound due to the pattern of ‘beats’, the slight changes in pitch indicating a sense 

of flow and movement. Vibrato was discussed in chapter five with reference to 

vocal identity, some singers said they preferred not to have vibrato, though it was 

not always clear that they understood the meaning of the term. The sense of 

resonance or ring in the voice appeared in the data of one of the Phase I 

professional singers.

� ������������������	�����������	���� ����������	�������  [her son] ��������  
����� "�� ����� ���!	����%����	������ ����������� 	���������������%��&��������  
[PSKi]

This sense of ring or resonance is to do with the tuning of the formants in the 

vocal tract, and was discussed in chapter six. This singer feels it is inherent as a 

natural part of the voice, inherited down the family line.

There are, however, sensations that the singer experiences physically when

singing with full resonance. This singer says she feels she resonates; it is not just

the voice but her whole body resonating.

� ������	������������ 	���������������������  [around sinus area] ������ ��  
�	��	��� ������ ,������� ���������  [demonstrates with hands]. � ���&&���� 	 � ��  
���������� �	������%�������	��������  [the CD recording] 	�� ��!��� �������  
�����&����&��	 � ������	��������������������������������%	������%�	����� � �����  
%�������!	����������	�����������&����&�����������%��!�  [PUS 16i]

A classical instrumentalist brings out an interesting point about the freedom she

feels in jazz singing and the comparison with the classical singing where she

wants to #����� � �  the note but has to make it last; a static ‘%���	�������  the pulse

rather than free expression of pure vocal emotion.
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Something else popped in my mind just then, related to jazz singing, but�
that's very much in my mind when I  think about my voice in a song like�
that or the Mozart. I f  I ’ve got a long note I  try to get o ff it as soon as�
possible but that’s because it’s classical and if  it’s got 5 beats it’s got to�
last 5 beats you know, and with jazz you can do what you like and make it�
up but also in jazz I ’m actually starting to enjoy singing the long notes�
like in ‘Cry me a River ’, just go for it or in ‘Big Spender ’ with that lovely�
A flat suddenly, I  really enjoy it and I  know what to do with it and I �
whoop it up and make the most o f  it and 1 honestly relish the long notes in�
the jazz songs. So that’s funny, in the classical I  feel I can’t handle them�
properly, it’s like, so what do I  do with this. That’s the first time I ’ve�
thought about it.� 4���)�=�5

)����!� �*� ���	� ������ ����� ���� +	��� ��� �	!�� ���	����� ��� ���� ������ ��� �� �����!����

�����0������	���$�����	���!�I�!��H����� �+�!����������	���� )�������������!����!��* �

felt as i f  I  learned more about my whole body through this concert than ever�

before0 A� ���� ����� !����!����� ����� ��� ���� ����!���$0� @ it’s right down to your�

fingertips and your toenails, i t ’s right down inside you... I  just opened my throat�

and almost shoved my hand down and pulled it out. ’�4���)�*�5� .���%���� ��� ����

����%�� �	�	�� ���!��%	�����������	�+����!	���������!� �������!��

8.34 Awareness of pharyngeal muscle movement

��� ��� ���	��� ��%	���+��� �	� ��%�!���� 	��� �%� ��� � �����!��� ��� ���� ��� 	�!��� 	������

�����!�O� �	� 	����� ��/�	����	�� �� ������ ����!��� �� ���� ���� ������ �� 	� �� ������	��

���� �	����� � ����!�� 	 ����������� 8	$���!� �	!� ������� ��� %�!%	���� ������ �����!����

�� ����  ��� +�� ��������0� ��	���� ���� /�	����	��� �!	�� ���� ����� ���� �	��������

!�/��!��!�%�����	��

������$�������� �����!���!�� ��� !�+���������	$��� �	�������������������!������� �����

��� �	� ���� �$�!������ 	!� �	�0� 	��%��!������� ��� ��� �	������� ������� �����!�� .���

�	!����	�� 	���	$���� !�/��!��� �	��� �$�!������ 	��%��!������� �%� �� ���� ��� ��
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�	������� !������+������%�� ����	�������	�������������%	����	��	�������	���%������

)����!�*������	�����	$��������!�����������!	���	�������!� 	!����O�+�������������

����%���	 ���� �����!�$�	� �����	�������	����%� ��� 	���%� �� �����	�������$���

���&���� �+	��� ��!� �	� ��� .��!�� ��� �	��� ���� ���	�� ��� ���� ����� ����� ���� $��

���$�!�� 	������ �	$��� ���%��� ���� $��� �	!����� $����� �������� ����� ��������� ����

��!� 	� �%��	����&����@�%� �A��������%��!����$�������!�����	%���

� �������!����� 	��0������������������	!�� ����� �������������������� ��	������� �
������� ������ �� %	�� �	��������������� ���� �	!	��� ���� ������� � ��� ��!	������ �
��	�!�	 � �������������� ����������������� ���!�� � 4���)*�5

��� ���� ���!�� �	��� ���� ����� $�� �� $��� ��� �� �����!���� ������ �	� ��!� ������ ���� 

�����!��!�%�!�	�!������������������������%��� /#������������� ����	������	��������������!

�	$����$�!�� /�������%���� � ���� ������%�!��%��������	!����	�����������&���%�� �

��� ���� %!	�� ��	�� 	�������� )������� ��� �����!���� ���������� ��� $���� ��� �����!���

�������  ��� ������� �� �����!�� ����!��������� 	 ������ ��� ���  	��!	�� ������+��� �	

%!	�� ���  ������.����$���	���!���	��$������������!��$�!����&����	����!�����	��

���������������!����������� )����!�>��%��&���+	���������%�!��� �������%!	�����	���

���!������	����%���	�����%���� ����������������!�������

"�� �������	����	���������� J�����)���	��� 	����������&	����������� �������%� �
�	�����	��� ���� ���� �	�	�	��� �	���� ����� �%���� �� %	��� %��� 	�� ���&�� ��� �� �
�	������ ��	��� ��&���� +����� ���� �'��&���� � � �V� ���K���������&���� �����	��� �
����������������� �	����������� ���	��������� ������	������������������������� �
?�������%������������%������������������ ������� ����������������	����� �
��������� �� ��������� ������� ��� �	��� ������� ���������� ���� ��� 	�&������ �
������������� �������'&��	������ ����������������������	���	���������	������ �
E������ ��� D������ ���	��� � � ���� ���� ��� �	��� ����	��� ��&����	���� %�� �
�����������	��������&���7�����	�	����������������� �	����������� ��������	� �
���������� ��� �	����� ��� ���� �������� � � ����������� ���� ��������� ���� �������� �
������!���������������������&���	%��� � 4��)>5

.���� ��%� ��	������������������%�����	� �����	%����� �����������	��� ��� ���� �	!���

���� �$�!������ 	��%��!������� �%� ��� >	������ ���� �����!�� ��������� ���$�!�� �+��� �	

����� 	��� 	������ �	���� ������	!�������������� �	!�����!� 	!����0� ����	����	���$�	
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did little mention was made of any awareness of new muscle patterns. This could 

be due to the fact that they were already more familiar with singing in the 

language than they admitted. The singers were given the freedom to choose the 

three songs and it is quite possible that they chose songs that they felt would do 

them justice on the recording.

Of course there are many inter-related muscle movements happening

subconsciously when singing, and the singer can often be unaware of a

tightening in the right shoulder, a clench of fist, or a bracing at the knee joint.

Singing in an unfamiliar language can create tension and the energy and effort

that goes into producing a sound can temporarily ‘switch off the parts of the

brain that are monitoring physical changes. A singer needs to acquire some

degree of monitoring the body muscle dynamics as well as thinking

imaginatively about the text and music.

� ���������������������	����������������������������������������&��	�	��  
� � ��������������0�������������������  [PIIS16d]

Pharyngeal muscle movements are not the same thing as a sense of movement 

within the sound of the singing voice, but certain muscle co-ordination may give 

the sensation of this movement and be associated by the singer as being key to 

achieving this particular vocal quality.

>�&�� ��" ���%�A%��3B�!"� /�0%�0($"-�

Returning to the notion of a sense of flow in performance in more detail, several 

singers used the term /����/  to describe their performance and they knew when it 

was flowing and when not; these were the more experienced singers.
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The phrasing was a bit rubbish, it didn’t flow, it was in bits and it wasn’t�
successful.� 4���)�;�5

I don’t normally sound that static, normally it seems to flow a lot better�
and that affects the phrases because you run out o f breath.� 4���)�;�5

H���� �� 	�!�������� �!	����!����+��������� �����!������ ��	$���� ��������� ���	��

��	%�

He said, that was more my sound and much easier to listen to, so it was�
great, because it was almost like him giving me permission to do it and he�
was really interested and commenting on it and I  was beginning to take a�
real pride in it and also 1 was beginning to do some o f the twang she was�
talking about and I  was wandering round the house just doing it and he�
was saying fine, that’s OK�4�������� ��	���5� but I  was loving it and it�
was like being given a fast motorbike after having a pushbike and you�
know it’s going to be interesting ‘cos I  shall have to decide where I ’m�
going to do it in the songs and where I don’t, I  mean it’s really exciting.�
4���)�=�5

.��!�����	�������������	�����������!���������	��		&�������������������%!�%�!���	���	!�

%�!�	!��� �� ���� ����� �	� ���� ��� ���� ������ ��� ��$�	��0� �� @�������A0� �	!� ��� �	� $	!&�

��  ���������

I f  I  have a slack period with little practice sessions I  find that after�
Handel to open me up and get my voice moving again, singing in French�
helps me to focus on the minutiae o f singing. For example, the individual�
facial muscles, isolating them from each other and forcing me to get�
away from my mouth in particular my lower jaw.�4���)�*�5

.���� �����!� ��� ��!���������	�  	����	� ��!���$�������� �� ���� �	����������������	

!���������!�D�$0��������	������	�����&��+	��������	�����������$�����������������	�

 	����� ������������������������� �������!��	 ����	����

The� 4���)�*1�9	��5� by its very meaning and all that it portrays mentally�
prepares me, think smaller and into the eyes and into the eyes, initially�
producing a somewhat nasal sound. This opens up at the back more so�
long as I  have sung Handel. However at the beginning it did stay in the�
nasal region but this is gradually lifting away from the ‘muck’ and into�
the cavity behind my eyes and back o f head.� 4���)�*�5
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Then there are times when the voice is too open, out of control. She associates

this as a physical condition but also a mental one of lack of focus. It is a typical

diary entry of many of the singers, feeling physically unsure which prompts a

psychological uncertainty that exacerbates the physical balance of the voice.

I  began today too open with no sense o f movement and flow, a general 
feeling o f being liable to go in any direction, although tone not altogether 
horrendous with some areas o f freedom eg. last A flat. Just a general 
sense o f insecurity and uncertainty. I ’m not very focussed today and I ’m 
sure this affects my ability to let go. On the whole, soft palate low-tongue 
as usual in my way. Sound too wide without focus (wide not open) 
uncontrolled. [PIIS17d]

This next example illustrates the frustrations a singer can experience when they 

know they have achieved vocal excellence but it does not happen with satisfying 

regularity.

I  mean it just keeps getting in the way o f the sound, it should just float, it 
should be completely sublime, that was nice but not sort of... the top, the 
opening was very disappointing,
In  w h a t w ay?
I t ’s this idea o f suspension perhaps, I  think where you 're not just floating 
the sound but your suspending, even as you are going on to the next 
phrase the previous phrase should somehow still be suspended in the air 
and I  don’t think I managed that I  think I  sang it quite well for me, very 
well... but not...
I  managed it better in one rehearsal, I  talked about it in the diary, one 
day I  knew it was right... I  must have got so inside the piece that it just, it 
did have this feeling o f being suspended in the air and continuing to just 
float, almost without moving and yet moving. [PIIS17i]

This last comment conveys the complexities of talking about sound in the voice 

as movement. The experience is almost static and yet has motion, a kind of 

floating of a sound.
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>�&5� *$�$�%0�(����� /0�%�  !�"$�� !"+�0 B��!$0!� � !"� #�$ �� 	

���������!�����+�����	���������������	���%� �������	�������	  �!�����������������

����� ��!!������� 	 ������ ��%�!��� ��� �����!��� ���	��� ���!�� /�	��� ����� ���  ��%��!�

��!����!	�� ����%!	�����	���� �����!�A� ���!���� !�����������!	��� 	��� ��	��+��$����

�������������������!���������%�� ���������	�������	�������	� ��

.���� �����!�4��%��9	��5� �����@� ��������	����������&��&������ ��������	������� ����� �

���������� 	�� �������� ���������� ���! ������	!� #������������&��	�	����� ������ �	��� �

������������ �����$������������	���������������� #����������������	����������	������ �

��� ��	��/� � 8�� ��� !�+��� �������� $���� ��� �		�� �%�!���� ��� ���� �	� �� #���	� � �� �

I�	$���� $��!�� ���� �	� �� ������ !����� ��� 	+��	����� ��%	!����� ���� ���  �� &�� ����

@��&&����������&���	��/ �����$	!&��	��� ##����������&����,����������	���	 � �� �H����

������� �	��� !�����@��� ������ �	!�� �����	��� ��������� �&������&� ������������� � 	���� �

����+� &��	� ������������	���%� ��* � �	������������������������������������������� �

�	� � ������	�����	����� �F������	���!������$������������!���	���	��		��+� �����	 ����

�� &�	 ����!�������+� &���������* � ��������������%����!	��������������%���������� �

�� � � ������	������������������� ������� !�+��������������@ ���	���������������������

.����� 	��������!�4��%��9�$	5�$��������!�����!	���� 	��������������������!��������

������$!���� �%�+������ ������ ��!����� �	!������ �!���	�� ���� �%� �� ��������	�����������

&�	$�� ��� �	!������  ��� � ������� 8��� �!���!���	��� �!�� 	+��	��O� /��������	������ �

%	������������%���������� ���������������������� #��	��� ��%	���	����� �����%���!���� �

8�� ��� ��!�� �$�!�� 	������ �����!���� � 	���� �0� ��� ������ ��� ��  	� �!�� ��� ��  ��! ��

$��!�� ���� #���� ������	�� ���� ������������	��� � ���� ����� ��� ���  	��!������ $���� ����

!����!���������	�@ ������	����������	��������������� ��	������������������	����� � .��
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�%� �� $��!�� ��� ������ ���� ��� ���� �	� ��  	�����!�+��0� +	��� %���� ����� ����

%�� �	�	�� ����O� ��� �	����� @ heavy’� +��� ���	� @sluggish’� ��%������ �� �������

����������

.������!�����!�������!�4��%��9��!��5�$��������!�����!	�����!��������� ������������	�

���9����!� ���� ������ ��� !������� ���� �!���!���	��� +� ����� ���  ���	��  !����� ����

�	���� ��� ��%� ��� �!	�� ���� �	� �0� ‘hay-fever, sounds a little whispy’, ‘top was�

feeling really cut off.� 8�� ���&�� �+	��� �������� ��� ���� 	%��� ��!� ���� ����%!	+�����

�����  ������ �	!����� ����!���� ����+� &0� ‘■singing outside, internal sound much less�

resonant’.� 8�� ��� ��!�� �$�!�� 	������ �	����� ��� �	!������ !������!�� ������� ‘bunged�

up, deadens sound in my head’, 'impression o f notes not sounding quite right due�

to catarrh ’, ‘sensation o f soaring and travelling is missing ’.� .���� ����!� ��� ����

�	�������� ���!���� �������	� �	!��%	�������  	������0� ‘head is clear and ring is�

clear, sound should be travelling properly ’, ‘very giving acoustically and warm�

feeling’, felt really firm singing outside my body, like being hollow, full o f space�

and hearing the note outside o f me ’.

��� ��� ����!������� ����� ��� ��� !�+��� ���� � 	���� � ��� ‘giving’� ����������� ����� ����

����!� ��	��+��$�����%� �������	� �� �������������+���!������������!���	�����+!��

.�������!������������  	�����	 ���	 ���%�! �%��	���!��!�!������� ��������������!����

	 ������������!������!�0���	�������� /�����	��!������,� �������������	� ��%�!��� ��	!�

���0�����!���	!����!����	 ����&����M
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?� � C���	��������������������	����	����#����#��	�

8.41 Experience or chronological age?

The time singers spend singing and the quality of that experience would appear 

to be a factor in their vocal development, and it gives singers the opportunity to 

learn and develop vocal skills regardless of chronological age, as is the case with 

many young choristers.

% 	 � �$ � � � �� 	 � � � �� � � � � � � � � � �� 	 � �� 	 �� � �� �  [choir school]?
Three and a bit everyday, and then on Sundays three and a half in the 
morning, and another two later on; about five and half.
8 �� �� 	 � � � � � � �� � � �* 	 � � � '

No you don’t get bored i t’s really good, you would think you would 
because it is 24 hours but you don’t.
% 	 � �$ � � � �� 	 � � � � � � � � � �� 	 �� 	 � � � 	 � � 	 � '
About an hour, you don't have the time; on the course I  did last week we 
did seven hours a day, you do get tired but it strengthens your voice very 
much and my high notes have come out much nicer just by doing that one 
week i t’s strengthened my voice, it was good. [PIIS20i]

This singer, though only 19 years old, notices the difference in vocal strength and

control when he does spend more time singing. The great difficulty amateur

singers experience is the lack of time they can spend singing. They often have

full time jobs and care for families and their singing time is very limited

compared to a full time professional. They can often be aware of what is needed

but time constraints do not allow them to resolve the problem, as with some

singers who had young families 'yes, life, home, the children have to take

priority’. [PIIS16i]

Of the singers in Phase II who mentioned space and movement (twelve out of 

twenty-two), the majority (nine out of twelve) were in the older age group though 

three singers were in age band A (see Table 2.1). In terms of singing experience
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���%�� �	�  �������	 ���%�! �%��	�����	����������	!�����	!���������0� ������&����

�+	�������� ��	!������%�	���	!�������� 	�����/������+��!���!!�����	����������� �
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Adolescent singers can also notice the change of acoustic in different

performance spaces, so it is not just an awareness that comes with age:

Yeah, in church because o f the acoustics, I  prefer singing in that kind o f 
acoustic than the studio, that doesn’t have one... when you get a good 
acoustic it just lifts, yeah [PIIS6i]

The sense of a voice lifting is really a mixture of both space and movement ideas 

and is clearly a good feeling for singers to experience. Whether or not the 

audience get that same feeling is debateable, but it seems important to singers to 

have that experience and try to nurture it even when conditions are not so 

conducive.

Singing in here is a really hard acoustic, anything from singing in here is 
fantastic so in some ways, I  don 7 know whether it is a good thing for me 
or not, ‘cos this room is flat, there’s no acoustic whatsoever so lean hear 
everything when I record, so when I ’ve practised in the church with my 
accompanist, and the course I go on with [the teacher], has some fantastic 
acoustics and they colour it. It makes a difference, it falls into place. 
[PUS 15i]

‘It falls into place’ suggests that the singer’s vocal experience when singing in a 

positive acoustic allows the voice to come into balance with the space of the 

room and sound right.

The acoustic feedback is really important to develop the potential in the mind of 

the singer for new colours; the brain has to register the new colours in the 

auditory memory.

The [PUS 17Rs-three] I  think gave me new colours in my voice, it will be 
interesting to hear i f  this is so, the gorgeous acoustics played a big part 
in this. [PIIS17d]

Tomatis would suggest, however, that this sense of space can be experienced 

without reference to a large performing space. He suggests that if the ear is
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Construction of the voice revealed the singers learning to control the voice and 

showing a sense of owning the voice, a sense of agency. The use of certain voice 

quality descriptions was more noticeable in some singers rather than others, 

though this may reflect the language of the individual teachers of the singers. 

There was also evidence that different musical genres, opera, popular song, 

music theatre etc., affected the way singers spoke about constructing the voice.

Self-expression and the voice highlighted the way singers had to come terms 

with their own vocal timbre that sometimes appeared to be at odds with self­

perceptions. This was obvious when it came to playing back the recording of 

individual singers and this provoked a more detailed analysis into the mismatch 

of internally and externally perceived sound. The complex role of the ear in vocal 

perception became more apparent as the data revealed the different experiences 

that singers reported on hearing back the sound of the voice. Hence the later 

focus on hearing and the rather fruitless search for more evidence in the research 

literature on hearing and singing.

Vocal identity was seen to give ‘orientation’ to the singer’s perceptual 

experiences, influencing not only the cognitive, auditory and physical sensations 

but the emotional and psychological responses as well. This suggests that a 

singer needs to develop a psycho-acoustic-sensory motor process: a perceptual 

and interactive loop that has to work within the cultural and social constraints of 

the musical environment, in order to develop a full range of vocal timbres 

capable of expressing subtle and sophisticated musical communication.
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The timbre of a singing voice can be developed over time but the uniquely 

identifiable quality remains constant, unless the singer has surgery or severe 

health problems. Describing the unique sound of a voice has resulted in the 

proliferation of descriptive terms within the literature. Finding agreement on 

these between professionals speaking the same language is difficult enough but 

when foreign language translation becomes a factor in communication, further 

difficulties arise. In terms of vocal pedagogy it would appear that the one to one 

understanding between teacher and student is the first priority, however, research 

can play a valuable part in identifying some of the processes implicit in the use 

of such terms.

9.22 The use of descriptive language

The use of metaphors to explain vocal timbre seems to be a useful and versatile 

means of expressing the sensations of singing. Evidence was found to suggest the 

role of vocal identity in the ‘orientation’ of the sensory experience. The 

individual singer produces his or her own ‘body mapping’ (Conable, 1998) to 

make sense of the vocal production they perceive is taking place. These 

perceptions are not always accurate but they can be very firmly established 

within the singer’s ‘bodymind’ concept of their voice (Thurman & Welch, 2000). 

The role of an external listener in the process of establishing positive and 

accurate body-mapping techniques is crucial to the development of singing and 

the value of understanding the use of metaphor is acknowledged as a pedagogical 

tool for enhancing learning techniques. Bearing in mind the limitations as well as 

the flexibility of certain metaphors when describing vocal timbre, the importance
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of sharing the meanings was highlighted when singers indicated a lack of 

understanding about vocal terms given in a lesson.

Certain metaphors were found to be more commonly used by the singers and 

links were made with the literature on auditoiy and visual perception, particularly 

where the terms used were the same. Metaphors relating to temperature, weight, 

balance, taste and referencing to musical instruments were the least used. 

Concepts of age and maturation were important in shaping singers’ self- 

identities, as the younger singers searched for a more mature sound, while the 

older singers expressed concerns about the failing voice.

Metaphors relating to colour and light led to a discussion about the different 

meanings these words have in visual and auditory worlds. These are not the same 

but the differences provoked further examination of the literature and data. The 

link between these kinds of metaphor and vocal range and timbre was found in 

the narratives of both young and old singers and there was also a relationship 

with the loudness of the sound. The acoustic implications of changing formants 

(Sundberg, 1987, Rossing et al, 2002) and the changes these create in 

perceptions of volume are difficult for singers to monitor when inexperienced 

(Bunch, 1995: 72). Dynamics were mentioned in the Phase II in relation to the 

problems of singing next to someone who was too loud, preventing the singer 

from hearing him or herself sufficiently for optimum regulation.
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in the evidence from the data. This aspect of vocalisation is not often emphasized 

in the literature.

It would appear that the perception of vocal timbre as a concept tends to establish 

itself when the singer has a secure sense of individual auditory memory. While 

copying other singers is not sufficient in establishing a unique vocal timbre, 

singers find it helpful to have vocal models to provide a structure. The singer 

needs to establish a ‘frame’, a sound world with technical boundaries, in order to 

be able to identify distinguishing features in their own vocal timbre and to be 

able to discuss and develop these further. Part of this process may be intuitive 

and unconscious, but gradually the ability of the singer to articulate this process 

can help to reinforce the kinaesthetic sensations and link them with auditoiy 

feedback.

The role of auditoiy memory in the establishment of vocal identity and the 

perception of vocal timbre became apparent as the data were analysed. 

Examining auditoiy memoiy is not an exact science and more research is 

necessary to investigate what aspects singers consciously perceive.

9.24 Different approaches to auditory vocal perception

Figure 9.1 identifies the different approaches to auditoiy vocal perception and 

shows the link with the singer’s personality and experience. It is not meant to be 

value laden, or hierarchical: the singer may experience all, one or just a few of 

this perceptions at any point in time during rehearsal or performance. It does 

appear, however, that ideas of space and movement are a pivotal point in the
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Figure 9.1 illustrating the different aspects of auditory vocal perception 
within a singer emphasizing the 3 dimensional qualities of space and 
movement and the interactive influences on the development of auditory 
vocal perception examined in this study
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9.25 The auditory mismatch between internally and externally 
perceived vocal sound y

One of the surprising aspects to emerge from the empirical study in Phase II was 

the degree to which the singers could not immediately recognise the voice as 

their own, when hearing the CD recording. The mismatch between the internal 

and externally perceived sound, examined in chapter six, can be explained by the 

differing acoustic properties of external air and internal bone and brain fluid 

mediums and these were examined through a further literature review. These 

aspects of auditory perception have had scant attention in vocal pedagogy and 

little empirical evidence is available. Sundberg (1987: 60) says ‘in phonation, our 

sense of hearing may offer the brain useful information in terms of auditory 

feedback’, and while he acknowledges that internal auditory feedback is not very 

reliable he goes on to say it would not be a ‘good idea for singers to forget about 

auditory feedback’. And yet this appears to have been what has happened. In 

Sell’s (2005) recent overview of vocal pedagogy there is hardly a sentence on the 

ear and hearing in singing and it is only recently that a book devoted to singing 

has included a whole chapter on the ear (Fourcin, 2006).

This study appears to confirm the earlier findings that Fourcin refers to and 

which feature in the writings of semioticians like Van Leeuwen (1999). It was 

noted that there appeared to be some sense of the lower harmonics of the internal 

sound being comfortable and re-assuring to the singers. The data from the singers 

implies that the singers feel a sense of security, maturity and strength when they 

are singing and experiencing the purely internal feedback. Their response on 

hearing the recording was often the opposite, they expressed concern that the
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9.3 Vocal pedagogy and the singer’s ear

C�&�� ����A�$0B�0�/� !�!�"��� !"�,�-$�����-$�!�"

The work of Tomatis (1987/2005) has proved to be almost unique in vocal 

pedagogy. In spite of the unreliability of much of his anecdotal evidence and the 

sometimes, questionable explanations he propounded, he did firmly believe in 

placing the ear at the centre of singing. His work is now being re-examined in the 

light of recent technical advancements in audiology (Leeds, 2001, Ludlow, 2005 

Sininger ��� ���  2004). It is time that vocal pedagogy reassessed its approach to 

teaching the voice. There has been over the last hundred years a huge increase in 

our understanding of what takes place at laryngeal level, due to the work of 

Garcia (Henrich, 2006) and the invention of the laryngoscope. Acoustic 

engineers are able to analyse the voice for many attributes. The need for a more 

objective approach to the teaching of singing and the focus on vocology and 

speech science in the singing literature had led to an emphasis on the physical 

mechanisms of singing. And yet it is acknowledged that the mechanisms of the 

larynx have limited innervations and offer the singer and teacher little in the way 

of conscious feedback during singing. As Titze (1994: 77) suggests there is a 

need to ‘make a connection between the laryngeal, pharyngeal, or oral sensations 

of airflow and the auditory perception of the sound produced’.

So often the implication (not necessarily intentional but just by the number of 

chapters devoted to the subject) is that once a singer or teacher has identified 

every last muscle and cartilage in the larynx that this will result in a beautiful 

singing voice. The ear that monitors the outcome of the vocal processes taking





/-2

���� 	������!���� �	� ���	!�� ��� $���� ��� ����!9��� �%����!��  	���!�� ��� ���� !����! ��

%!	D� ���
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6������������!� 	!������	 ������������������	�����%!	�����	����!� 	!������	 ��	���!�

�����!�0� ��� !�%��	��� 	 �����+!��  ���+��  ��!������� >	� 	��� ���!�� ��� ���� ����� $��0�

���� ���� ���������� ������ !�������� ����0� +��� ��� ���	� ��	$��� $��!�� %	���+���

��!�������  	���� +�� !�� ���0� ������ ��!��� ����� ���� �	!�� �����!������ ���!���

���������

��� $��� ����!������� �	� ��� 	��!� �����!�� ��� +��$���� ���� ��%�!��� ��� �����!�� ����

��	��� $���� �������%�!�	!��� ��%!� �� ��� H����� �	� �����%������+���� ����� �	� �����

���� �������	 ��%�! �%��	�������!�! ��0����$��� ���!�������$	�$����	����� !�+��������

����������%�!��� �������	%���$���0�	!�!����������0����� � �����%�!�� �%���	��	�������

%�!�	!��� ��

9.34 The use of space and movement imagery and practical 
experience
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feedback combined. They may also feel happier being immersed in their sound, 

like a ‘cocoon’, and preferring this state of escapism to standing out in the crowd 

and making an effort at ‘concentrated listening’ (Van Leeuwen, 1999; 29).

The small scale of the study means that no conclusions can be made as to the 

possible differences in vocal perception between amateur and professional 

singers. However there is enough evidence to suggest that the perception of

space and movement with reference to the singing voice should be examined 

further.

D� �C��������������

Future research would need to include the psychological and social influences of 

auditory memory within the singer as well as the external and internal 

measurement of sound while singing. Hearing tests and real-time visual feedback 

could be useful tools to monitor the auditory processes taking place during 

singing. So much of the research within audiology has concerned itself with 

speech perception; it would be very productive if the same procedures for testing 

could be used in the perception of singing. (It would be interesting to see what 

would happen if musicians were to undergo the same kind of rigorous testing of 

ears as aircraft pilots have for their eyes. Musicians are tested for musical 

features of hearing, pitch, rhythm, etc. but as far as I am aware no conservatoire 

conducts audiometric testing of students or staff. I presume aircraft pilots are 

given more rigorous testing than ‘Can you see that runway, is it longer than the 

other runway?’)
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