Madison Mackey Teaching Philosophy
	Singing is how we communicate emotions that are too intense for words alone. Each voice has its own unique strengths, challenges, and function due to each singer’s unique anatomy and their vocal fach. Additionally, using the voice is far less tangible than playing other instruments. For example, when a pianist wants to play the note middle-c he presses the key he can see in front of him, and when he wants to analyze his form he can look down at his hands. A vocalist must pluck notes out of thin air, and they don’t cannot look inside their larynx to see when their tiny vocal folds are coming together during a practice session. A singer’s work requires acute noticing of tiny bodily sensations that one may never notice in everyday life. How each singer perceives and describes these sensations may be completely different. For each of the reasons outlined above the process of singing is intensely personal, vulnerable, and unique to the individual singer. This nature of singing is why I regard my work as a teacher with such care and sensitivity and why I take a highly individualized approach in my methods.
	Through years of study and multiple college degrees in voice, I have gained a wide knowledge of the voice and perspective on technique building, but I heed great caution about forcing my own vocal journey onto my students. Singers will often use abstract metaphors to describe how a vocal sensation in the chest, neck, or skull feels to them; examples of these include feeling a column of sound going through the top of their head or lasers shooting out of their eyes. Many teachers lead with these types of metaphors; for example, telling all their students to sing like the sound is sliding down a slide. Often the metaphor comes from a sensation that the teacher discovered in their own singing. While I do have many sound metaphors that work for me in my own practice as a singer that I might suggest to a singer, I most often take a different approach. My students will undertake vocal exploration exercises where they create a variety of sounds, and then I let my students come up with their own metaphors of how they perceive the sensation. I keep track of different sounds the student makes, assess aurally and visually what is happening physiologically to make that sound. When I want a student to recreate a sound from their exploration while they sing a song, I use the metaphors that each student has created themselves to guide their phonation. This is just one example of my student-centered philosophy.
	In the ways outlined above I frequently use non-literal imagery to discuss the voice with students, however these abstract descriptions of the vocal process are used in tandem with discussing of the literal physiology of singing. A student may find success by thinking of lifting the upper jaw lifting to raise their soft palate. While I would encourage the student to use that concept in their practice, I will also refer to anatomical drawings and models to show them that the top jaw is stationary and only the lower jaw has mobility. Using a balance of imagery based and science-based information is partially because some students do well with the concrete and others are drawn to the abstract. However, my primary reasoning is that I never want my students to be in the dark about their singing. I always want to produce informed singers who not only learn their process to independently create healthy sound, but also that they understand how that sound is created. In my own singing, I went through years of study before ever actually understanding what was happening inside my body. This led mee to not feel confident in my understanding of my voice and made me more dependent on constant feedback from teachers and coaches to know if I was singing correctly. My goal is to always create empowered and confident singers. 
	As one may have gathered from the paragraphs above, I love to work as a voice technician with my students, but I also love to work with my students on performance and expression. Outside of lessons I work as an opera director and movement coach, and this work finds its way into voice lessons as well. Good vocal technique allows singers to healthily and freely express the emotion of singing. Technically-excellent singing that does not move an audience goes against why we sing in the first place. For this reason, I blend acting, improv, and movement techniques into instruction with my students. I also use the Laban System of Movement, not only to instruct my students as actors, but I also use laban’s terms to describe the process of phonation with my students as well.
	While my methods and parameters vary from student to student, I do adhere to a few schools of vocal philosophy. All my students find and maintain use of Italianate vowels. There is a reason why opera and many philosophies of teaching were centered in Italy, the pure vowels of this language are acoustically the best way to amplify the voice and allow for full and healthful singing.  The long length of vowels and soft consonants of Italian are also very beneficial to singing and those lingual concepts are used in the studio despite the language one is singing in. The idea of appoggio is also a concept from The Italian School of Singing that one will find consistently in my studio to promote clean onset and healthy closure of the vocal folds, as well as some breathing concepts from the Italian school. 
Since I do base a good amount of my philosophy around bel canto singing and The Italian School, students of The Mackey Voice Studio are always working one classical piece and preferably something in Italian. That being said, I do want to involve the students in the process of repertoire selection. As a teacher I recommend pieces that I believe fit their vocal strengths, range, tessitura and our current technical improvement goals, however I always want to make sure the students love what they are singing. Each student has their own goals and passions which I am here to always support, which can mean working on repertoire of outside genres. I also believe that freedom of instrument and freedom of spirit are closely linked, and often a sense of muscle release can be discovered when students sing a song that they genuinely love to sing. That being said, opera is still my specialty and I firmly believe in the genre’s strength in teaching the voice to be even, strong, consistent, and healthy across registers.
I have done quite a bit of research on the pedagogy of Richard Miller and find some significant influences of his methods in my teaching. I do train my students that there are three registers of the voice but that each note within that register may be produced uniquely. I also believe that the registers may vary quite significantly from student to student depending on the instrument. I emphasize breath support and control to make sure that the breathing system is aiding each singers phonation goals, but while keeping the muscles pliable enough that the abdominal and thoracic muscles do not get so rigid as to work against the instrument. 
Each voice has beauty that is unique and its own struggles.  Each student has a reason why they love to sing, and likely some things that they fear about singing and the vulnerability that comes with it.  I do my best to get to know each singer in these ways. I respect my students: their fears, their boundaries, and their time. I do not push each student to meet a uniform standard, but I meet them where they are. My goal is to produce singers who know and have confidence in their unique process of singing with supported breath, balanced breath control, control over three vocal registers, and authentic emoting, resulting in independent and empowered artists.
