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	Part 1 
Critically evaluate a range of theories and models that you have recently studied, explaining their relevance to your workplace practice and procedures, and develop a strategy applying what you have learned to improve your practice. 

	This part of the assignment is 2700 words and is 60% 
 





How can a singing teacher help to identify and release tongue tension in voice students? Critically evaluate the common methods and/or strategies. 


Introduction

This paper will explore tongue tension in voice students and in particular, the possible ways that this condition can be identified by a singing teacher. Following which, this paper will critically evaluate various techniques and methods that are commonly used to assist a singer who is likely experiencing tongue tension. Finally, drawing on these techniques and methods, this paper will outline the key findings that will assist me in developing a strategy to improve my teaching practice. 

Defining Tongue Tension 

The term ‘tongue tension’ refers to any tightening, pulling, or unnecessary engaging of the tongue during singing or speaking (Burton, 2022). Burton (2022) further explains that tongue tension predominantly affects the root and/or base of the tongue, but in some cases the condition can also affect the organ as a whole. As outlined by to Ziegenfuss (2021), this is particularly problematic, as the tongue is directly connected to the larynx, which is responsible for the production of sound. This means the excessive tension in the tongue can cause pressure on the larynx, which can subsequently impact the ability to both sing high notes and achieve an accurate pitch (Ziegenfuss, 2021). Ziegenfuss (2021), further highlights that tongue tension can also affect the tone and resonance of the voice by constricting the space in the throat (Ziegenfuss, 2021). These ideas are important for this paper, as they illustrate the extent of tongue tension and highlight that this condition can seriously impact a student’s singing ability. 

Symptoms of Tongue Tension

The symptoms of tongue tension, applicable to all individuals, include a dark and/or muffled tone of voice, which will appear restricted, or a high effort to produce (Masuku, 2019). A further possible indication of  tongue tension is if a singer presents cracks in their voice when they glide down from the top to the bottom of their vocal range, and if they have some difficulty to properly articulate words (Kaywin, 2019). Kaywin (2019) also highlights that tongue tension may also cause a singer to have trouble pitching accurately, as well as cause a singer to have a diminished vocal range. According to Masuku (2019), a further indication of tongue tension is when a singer notably requires more effort to vocalise. 

[bookmark: OLE_LINK23][bookmark: OLE_LINK24]To physically identify tongue tension, a singing teacher may ask the singer to place one or both thumbs upwards into the fleshy area beneath the chin: If the singer notices a bump at any given time, this means the tongue is pressing down because of tension (LeFevre, 2017). Kaywin (2019) and Masuku (2019), both provide relevant and specific information, which a singing teacher can use to identify symptoms of tongue tension. However, it is important to note that the signs of tongue tension described in the articles are only observed audibly. This means, based on this information only, a singing teacher may be able to identify symptoms of tongue tension by using their ears when they observe a student’s voice. Nevertheless, the articles do not provide information about how the individual, who is experiencing tongue tension may physically feel. In comparison, LeFevre (2017), specifically explains how a singing teacher can instruct a student to check for physical signs of tongue tension, such as placing one or both thumbs upwards into the fleshy area beneath the chin. A conversation between the teacher and the student would be beneficial, to identify whether the student is physically feeling the tension in their body. 




Distinction between Tongue Tension and Muscle Tension Dysphonia (MTD)

It is very important that a singing teacher does not confuse tongue tension with MTD, which is one of the most common voice disorders (Dhillon, 2022). A singing teacher must work within their ethical boundaries and cannot diagnose or treat MTD, as this requires a visual evaluation of the voice and vocal folds, which can only be performed by a voice specialist and/or speech language pathologist (Dhillon, 2022). Therefore, if a singing teacher is uncertain, it is recommended that they refer a student to a specialist (Dhillon, 2022). MTD occurs when the muscles around the larynx are tense and tight, which leads to inefficient sound production (Michigan Medicine, 1995). The symptoms of MTD are more severe than the symptoms of tongue tension, which include a husky and/or hoarse voice; physical pain in the throat; the feeling of a lump in the throat as well as constant fatigue when speaking or singing (Dhillon, 2022). However, notably, tongue tension can develop into MTD, which is why a singing teacher should advise a singer on getting referred to a voice specialist, if the initial tongue tension does not improve within 2-3 weeks (Northwestern Medicine, 2022). 

Causes of Tongue Tension

It is difficult to establish the specific cause of tongue tension, however according to Roars (2018), tongue tension can also be the result of insufficient singing technique such as accent, breath support, laryngeal muscle weaknesses, and vowel shape. Roars (2018), states that these factors should also be observed and analysed by a singing teacher to determine the cause of the tongue tension. Furthermore, O’Connor (2020), explains that one way of potentially establishing the reason for tongue tension developing, is by examining a singer’s posture and/or behaviour during vocal activity, such as when they are speaking or singing. O’Connor (2020) explains that this examination can take place by looking in detail at whether the singer’s vocal tract is aligned with their shoulders, back, hips and knees. An indication that it is not aligned is if the knees are bent when standing or walking as well as if a person has a hunched back (Nagyáté et al, 2018; Better Health, 2015).

In addition to physical factors, O’Connor (2020) explains that in determining the cause of tongue tension, it is also worth considering the singer’s emotional and/or psychological wellbeing. This is because, excessive stress can lead to tension in the neck, shoulders, jaw, and tongue, meaning the singer will experience tension even when they are not engaged in speaking or singing (O’Connor, 2020). Alongside excessive stress, a singer can feel anxious about singing at a higher pitch or generally lack confidence (Johnson, 2018). Johnson (2018) further explains that the singer may overly engage their muscles to sing higher notes, which can also lead to tension, vocal fatigue, strain, or injury. Ultimately, tongue tension can also develop when the singer significantly alters their tongue patterns when they sing, in comparison to the tongue patterns they use when they speak (Johnson, 2018).

[bookmark: OLE_LINK21][bookmark: OLE_LINK22]Whilst O’Connor’s, (2022) article is highly informative about the cause of tongue tension, it does not provide a strategy or solution that singing teachers can apply when they come across a student, who presents this behaviour in the singing studio. O’Connor (2022) merely states that if the singer is experiencing psychological and emotional discomfort, it is important to identify the source and subsequently reduce the stress levels before the resulting muscular tension can improve. In comparison, Roars (2018) article is more applicable to singing teachers since it suggests specific ways to improve tongue tension, such as working on accents and breath support. 


Techniques and Methods to Release Tongue Tension

According to Miller (1996), tongue tension can be eliminated by teaching a singer how to adjust their tongue’s posture when they produce different vowels. To produce a front vowel, the singer is required to push the front portion of the tongue forward in the mouth so that the tongue is slightly arched. Examples are the ‘a’ in ‘had’, the ‘e’ in ‘bed’ and the ‘i’ in ‘fit’ (Miller, 1996). In comparison, to produce a back vowel, the singer’s lips require a rounded shape, their jaw needs to be closed and the front portion of their tongue needs to be positioned lower in the mouth (Miller, 1996). Examples are the ‘u’ in ‘rule’ and the ‘o’ in ‘boot’ (Britannica, 2013). Ziegenfuss (2021) explains that a possible way to teach a student how to internalise this distinction, is by instructing them to alternate between front and back vowels, following the vocal pattern below, moving up or down in semitones. Ziegenfuss (2021) further explains that the jaw needs to be in a relaxed and loose position and suggests that the singer should monitor the jaw with their finger or hand, to make sure the jaw does not change its position when the singer alternates between the vowels. 

[image: Diagram

Description automatically generated with medium confidence]Exhibit 1 (Ziegenfuss, 2021)


Ziegenfuss (2021) explains that another useful exercise, singing teachers can use to help a singer to release tongue tension, is to sing in a descending five-tone scale with either a rolled ‘R’ and/or a voiced/unvoiced ‘TH’. This exercise particularly addresses tension in the root of the tongue and helps the tongue to return to its correct position (Ziegenfuss, 2021). Ziegenfuss (2021), provides useful information and refers to specific exercises  that can be applied in the singing studio, which makes his article valuable and relevant for singing teachers to help assist students that are experiencing tongue tension. 
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Exhibit 2 (Ziegenfuss, 2021)


According to Montgomery (2018), to release tension at the base of the tongue, which is the back third of the tongue, a singing teacher should instruct a singer to alternate between dental and velar consonants (see appendix). The aim of the exercise is to enhance the flexibility of the tongue by creating light contact between the tongue arch and the palate (Montgomery, 2018). A dental consonant is articulated with the tongue touching the upper teeth and/or hard palate (Montgomery, 2018). Examples are the ‘d’ in ‘dear’, the ‘n’ in ‘nice’, the ‘t’ in ‘test’, and the ‘l’ in ‘love’ (Ladefoged, 1996). A velar consonant is pronounced with the back part of the tongue touching the soft palate (Montgomery, 2018). Examples are the ‘k’ in ‘kind’, the ‘g’ in ‘gap’, and the ‘ng’ in ‘ending’ (Ladefoged, 1996). 

In addition to this, Montgomery (2018) explains, that a singing teacher should inform a singer about the anatomical and physiological differences between the speaker’s mouth and the singer’s mouth. The singer must learn how to identify the articulatory actions, which lead to muscular tension in the tongue, before they can improve their practise (Montgomery, 2018). This can even prevent tongue tension from developing in the first place (Montgomery, 2018). The speaking position of the tongue and the lips is substantially different to the singing position of the tongue and the lips (Montgomery, 2018). The [i] for speech for example, is formed with broad lips and only very limited space between the back teeth. The [i] for singing on the contrary, requires more space and must be formed with a forward arch of the tongue and a released position of the jaw (Montgomery, 2018).
	[image: page2image25248080][image: page2image25248544]Exhibit 4,   Singer’s [i]
(Montgomery, 2018)

Exhibit 3, Speaker’s [i] 
(Montgomery, 2018)





Montgomery (2018) provides reliable and specific information in this article and uses visual examples to illustrate these findings. However, it is not clear, whether the distinction between the [i] for speech and the [i] for singing for example, results in any audible differences, which a singing teacher may also recognise by ear, when helping a student to identify the articulatory actions, which lead to muscular tension in the tongue. Furthermore, the pitch of the [i] for singing also impacts the shape of the mouth, which Montgomery (2018) could have addressed more in his article.
                                                                 
According to LeFevre (2017), singers often assume that the neutral tongue position requires additional muscular engagement, but this is a misconception. LeFevre (2017) explains that the tongue should lie weightlessly at the bottom of the mouth, whilst the tip of the tongue rests comfortably at the top of the bottom front teeth. The tongue consists of numerous muscle fibres and effective tongue management can eliminate tension and develop a healthy, as well as a successful vocal technique (LeFevre, 2017). Singing teachers can use the following exercises to help a singer to release tension in their tongue: The singer should stretch their tongue out of the mouth as far as possible, first downward towards the chin, then up towards the nose, and ultimately side-to-side towards the cheeks (LeFevre, 2017). This information is explained and illustrated in detail, which makes it comprehensive and applicable to singing teachers.

[image: page2image1191128576] Exhibit 5 (LeFevre, 2017) 

Another exercise, requires the singer to place the tip of the tongue behind the bottom teeth, stick the rest of the tongue out of the mouth and gently bite down to hold the tongue in place. Subsequently, the singer should start vocalising, maintaining a nasal sound by elevating the back of the tongue towards the soft palate (LeFevre, 2017). LeFevre (2017), specifically explains how to instruct a student to improve and reduce tension on the tongue, which makes this research relevant and applicable to singing teachers.

[image: page2image1188120224] Exhibit 6 (LeFevre, 2017)

 According to Masuku (2019), a very popular exercise amongst singing teachers, is to direct their students to use their tongue to brush their gums, in a circular motion, covering all areas. This is much like an individual would do if they had eaten sticky sweets that had gotten stuck all around their mouth. This exercise should be repeated five times in both directions. As a result, it stretches the student’s tongue and releases tension.

According to Searl (2014), in addition to the techniques and methods, which have been addressed above, singing teachers and voice professionals use semi-occluded vocal tract (SOVT) exercises to release muscular tension in the vocal tract, including the tongue and jaw. Searl (2014) explains that SOVT exercises narrow down the vocal tract and commonly involve the lips and/or the tip of the tongue during phonation. These exercises are predominantly used by singers and singing teachers but have recently also been used by speech and language therapists to treat individuals, who suffer from a voice disorder (Dargin, 2014). Dargin (2014) argues that SOVT exercises can be divided into two categories: high resistance, and low resistance to the air flow in the vocal tract. Higher resistance narrows and/or lengthens the vocal tract, whereas lower resistance opens and/or shortens the vocal tract (Dargin, 2014). Examples for higher resistance SOVT’s are phonation whilst holding a straw between the lips; humming; and tongue trill. Examples for low resistance SOVT’s are sustained velar nasal consonants and sustained front vowels (See appendix). In the article, Dargin and Searl (2014)  provide detailed information about what SOVT exercise are and how they are used to help a singer to release tongue tension, but  there is no clear indication whether the impact of SOVT’s on voice production is the same for every individual. Further research is required, as it may be unclear for a singing teacher if they can universally apply SOVT exercises when working with student’s who present signs of tongue tension in the singing studio. 

According to Sing (2002), as straw phonation and lip and/or tongue trills are the most used SOVT’s, this paper will elaborate on them in more depth. Straw phonation is practiced by holding a straw between the lips, whilst vocalising a sustained vowel. Commonly, the other end of the straw is put into a bottle, which is approximately filled with ¼ of water (Sing, 2002). Sing (2002) further explains that the further down the end of the straw is put into the water, the higher the resistance to the air flow will be. The closer the end of the straw is to the surface of the water, the lower the resistance to the air flow will be. Straw phonation increases the amount of air pressure, which is produced during phonation. This results in an improved connection of the glottis, which is the part of the larynx that separates the upper and lower airway (Sing, 2002). The practice of straw phonation can also reduce tension in the vocal tract and in the tongue (Sing, 2002). Lip and/or tongue trill exercises, are very often incorporated into the training of singers and their warm-up routines but are also used to reduce tension in the tongue, jaw, and lips (Miller, 1996).  This research by Sing (2002) and Miller (1996), provides detailed information about what straw phonation is used for and how it is applied. This makes is relevant and valuable to a singing teacher, who works with a student in the singing studio. However, Sing (2002) and Miller (1996) could have provided further evidence as to why straw phonation and lip and/or tongue trills in particular help to release tongue and muscular tension. 

Key Findings for Development of Teaching Practice

I recognise some very important findings that will have an impact on my future teaching practice: 
· Tension in the tongue can be caused by physical as well as psychological factors (O’Connor 2020; Johnson 2018). Therefore, it is important to not only observe a student’s physical behaviour but also whether they are showing signs of emotional stress and communicate with the student if there is a particular reason for this.

· To further improve their own practice, a singing teacher must also consider a student’s stress levels, physical posture and breath support (Roars, 2018).

· A strategy to help a student to release tongue tension is a combination of voiced exercises (scales, SOVT’s and vowel/consonant training) and tongue stretches (Ziegenfuss, 2021; LeFevre, 2017).

· To improve one’s practice, the student must identify the differences between the  speaking position of the tongue and the lips and the singing position of the tongue and the lips (Montgomery, 2018). By understanding this, tongue tension can not only be reduced but it can also help prevent tongue tension from developing (Montgomery, 2018).

Conclusion

This paper has explored tongue tension in voice students and in particular, the possible ways that this condition can be identified by a singing teacher. Following which, this paper has critically evaluated various techniques and methods that are commonly used to assist a singer who is likely experiencing tongue tension. Finally, drawing on these techniques and methods, this paper has outlined the key findings that will assist me in developing a strategy to improve my teaching practice. 

Assignment 2 
	A Reflective Review Comprising of Two Parts: 
a) Reflect on your recent learning experience, and the value of learning you acquired. Assess your current competencies and identify future development needs in the context of the work situation. 
b) Devise a detailed personal development plan which incorporates development objectives, activities to be undertaken, methods, resources review periods and timescales 



I have nearly a decade of experience as a singer/performer and over two years of teaching experience, however I do not have a degree in teaching music. I studied vocal-performance at university and obtained most of my teaching-related knowledge ‘in the process’ (Reflection in Action, Schön, 1983).  Therefore, in undertaking research for this paper, an analysis of the application of reflective theory was very relevant. This two-type model of reflective practice involves reflection on past experiences by considering what one could have done differently and the value of this experience, as well as reflecting on present actions. In the first instance I reviewed recent lessons, which I have had with my students. The purpose for me as a singing teacher, is to help my students develop their voices and to address various issues, which they present to me in the singing studio. I do this by analysing what I have personally learnt about the singing voice, as well as reflecting on my own experience in the singing studio. I focus particularly on what has caused me struggle, and how I can translate this to a student from a teaching perspective. This  is ‘Reflection on Action’ (Schön, 1983).  
Following further research on reflective practice, I found that Borton’s (1970) reflective model simplifies the process of understanding my own practice. This model consists of three questions, which ask the practitioner “What, So what, and Now what?” However, I much rather prefer Driscoll’s (2007) take on this model, as it clarifies the meaning of “What, So what, and Now what” in more detail, in comparison to Borton’s (1970) initial model. The straightforward structure of Driscoll’s (2007) model makes it easy to follow and opens the door for critical in-depth analysis of a specific situation. In comparison, Gibbs’s (1988) reflective cycle, which addresses Description, Feelings, Evaluation, Analysis, Conclusion and Action Plan does not have  the same depth of critical thinking and Brookfield’s (2005) four critical lenses Self, Students, Peers and Scholarship, complicate the analysis of a specific area, as it involves views from multiple angles.
I have personally experienced muscular tension in the tongue, larynx, and further parts of my body, which was caused by insufficient vocal health and overuse of my voice. Therefore, undertaking research for this paper was not only interesting but both personally significant and of high value for me.
By way of context, in the summer of 2020, a shortly before my final year of university, I drastically increased the amount of performing and voice use. Prior to that, I have never had any voice-related issues, but had stopped performing for a significant amount of time, due to the national lockdown in March 2020. After the end of lockdown, I did not question or doubt the resilience of my voice, which led to the decision to start busking four times a week for at least five hours a day.
In hindsight, I neglected signs of vocal fatigue and did not sufficiently maintain a healthy vocal routine (warm-ups, hydration-levels, vocal rest, and cool-downs). This behaviour resulted in a referral to a speech and language therapist, who diagnosed me with MTD in the tongue and larynx, as well as tension in my shoulders, neck, and abdominals. Following which, I received regular treatment for over one year, where I constantly felt anxious about whether my voice would fully recover. During this time, I also worked with a senior singing teacher. Fortunately, my voice fully recovered, and I am now able to perform again. 
This process has made me realise, that not only am I responsible for my own vocal health, but  I am also responsible to ensure I provide  my students with sufficient knowledge and an appropriate vocal technique. This will hopefully prevent them , in part, ending up in the same position that I found myself in. 
The research for this paper has provided me with a better  understanding of tongue tension and how to identify this condition in my students. A better understanding of tongue tension also helped me to expand on the range of voice exercises, which I can apply in the singing studio, without overstepping the ethical boundaries of my role. 
What? 
The first action I had to take, was to conduct general research to get a rough idea of tongue tension in relation to singing. Following which, I came up with a simple plan, consisting of an initial structure for this paper. The structure was broken down into several headings and sub-headings, indicating which aspects  this paper is going to cover. I then further developed this simple plan into a more detailed plan, which gathered all the relevant information in one place. This included covering core readings, but also more contemporary approaches, such as the input from successful and renowned singing teachers. At this stage, I also reflected on what I knew already and what I did not know about the matter to help identify the areas, which required more in-depth research. I realised that I already had a good and broad understanding of vocal health and was also familiar with some of the voice-exercises, which help to release tongue tension (Ziegenfuss, 2021; Sing 2002). However, I did not have sufficient knowledge about the physical and psychological factors, which contribute to tongue tension developing (O’Connor 2020; LeFevre 2017). After considering all the above, I moved on to the writing stage of this paper. The most difficult boundary I faced in the writing stage was, that many of the sources I covered used scientific language, which was challenging to translate into a more general language. This was important, as not only does the reader need to be able to follow the content of this paper without a hitch, but this information needs to also be comprehensible for my students, when applied in the singing studio. To overcome this boundary, I specifically researched how literature can be understood and reflected on. This helped me shape my literature review (Pautasso, 2013).
So what?
The obtained information and knowledge immediately felt impactful, particularly how physiological- and psychological factors can impact the ability to sing. I was aware, to some extent, that physical factors can lead to tension, but I was not aware how emotional stress and psychological discomfort impacts singing (O’Connor, 2020). This felt  revolutionary for my future teaching, as I am going to be able to pay attention to areas of the voice, which I have never thought of before such as tongue tension. This study has also encouraged me to observe my students more carefully, not only by ear but also with my eyes (O’Connor 2020; Montgomery 2018 on posture, articulatory behaviour and/or choices and breathing technique). Usually, I can point out when a student seems to overly engage their muscles when they sing, but I previously did not have enough knowledge to identify the factors, which lead to this behaviour. To take both physical as well as psychological factors into account, improves the quality of my teaching massively and my students are going to benefit from this in the future. Overall, my teaching did not lack significant knowledge about the singing voice and vocal technique, but supporting students to release tongue tension was not an area could help with comfortably. Even though, I have applied similar voice exercises in the past, such as a descending five-tone major scale with a rolled ‘R’ (Ziegenfuss, 2021), I was not aware of the fact that this can release tension in the tongue. Therefore, I am going to invest more time in the future researching when to use a specific voice exercise and what for. 


Now what?
Conclusively,  the research I have undertaken is very valuable and relevant for my future teaching, as it also helps me to expand the range of voice exercises, which attempt to support students who present signs of tongue tension. To further develop my practice in the future, I will need to conduct further research about the psychological factors, which can lead to tongue tension developing, ensuring that I keep in line with the ethical boundaries of a singing teacher.


Personal Learning and Development Plan 


	Why am I doing this course? 
	I chose to enrol onto this course, after recently graduating from a performance degree in popular music. I now have the aspiration to become a lecturer at university level.  I would like to combine my performance knowledge with specific knowledge about the voice and its mechanisms. 
I am currently teaching students privately, based on the knowledge I have obtained over the last 10 years, working with various singing teachers. 

Specifically, I would like to expand my knowledge about vocal health and  learn more about contemporary singing technique.

	What is the direct benefit to me? 
	
Successfully completing this course, will instantly put me in a better position to find a full-time employment. It also directly benefits my current position as a singing teacher, as I will be able to provide a better service to my students. It gives me the ability to become a better teacher and the reassurance that what I am applying in the singing studio is appropriate and correct.



	Developmental area 
 
1. Develop a general teaching strategy to release tongue tension
 
 







2. Gain a clearer understanding of the symptoms and signs of tongue tension
 
 
 








3. Develop new voice exercises based all the knowledge
             gained above

 
 
 







4.Communicate better with student about their psychological wellbeing, without overstepping the ethical boundaries of my role

 
 
 
 
 
 
 
 
 
 
	

Action: Reviewing which exercises are the most appropriate for my students and apply those in the singing studio. Certain exercises might be more appropriate for some clients and less for others. Therefore, I need to assess which exercises I am going to apply for each student. Based on what has worked successfully, I am then going to develop a more general teaching strategy to release tongue tension. 
 Deadline: By the end of the BMPF7005 Module.
 
 

 Action: To gain a clearer understanding of the symptoms and signs of tongue tension, I must conduct further research about the physiological and psychological factors, which contribute to tongue tension developing. This is something, which hasn’t been considered enough in recent years, which is why it is important to learn more about the relation between physiology, psychology, and tongue tension.
 Deadline: By the end of the BMPF7008 Module.
 

Action: I am going to review the gained knowledge and apply it in the singing studio, where appropriate.  After assessing which exercises have worked successfully, I am then going to develop my own set of exercises to further work on the release of tongue tension with future clients. The new exercises might be a combination of existing exercises to maximise the progress of a student. 
 Deadline: By the end of the BMF7013 Module.
 





Action: This action will be taken after having conducted more detailed research about the relation between psychological wellbeing and the voice. This then gives me a better understanding of how to communicate this with the student and gives me a better understanding the ethical limits of my role. 

 Deadline: By the end of the 7010 Module.
 




 
 
 
 
 Appendix 
Glossary
Consonant sounds and consonant letters
In English, these letters are B, C, D, F, G, J, K, L, M, N, P, Q, S, T, V, X, Z and often H, R, W, Y. 

Vowel sounds and vowel letters
These letters are vowels in English: A, E, I, O, U.
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