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[bookmark: _Toc182396283]Project Portfolio
[bookmark: _Toc182396284]Introduction
Vocal technique, song interpretation and musical creativity are aspects of learning to sing that most teachers explore in lessons. However, there can be a disconnect between teacher and student when a beginner singer does not understand where a particular task or element fits into the overall jigsaw of learning to sing. In these instances the student must rely heavily on the teacher to problem solve issues with their singing, and this becomes problematic for the student outside of the class environment. Owing to the effective way in which visual communication can play a valuable role in education, my artefact is a poster that will be displayed in my private voice studio. It will be aimed at beginner singers, primarily adults, and aim to bridge the gap between the knowledge of the teacher and the student (Myers, 2012). It will explore through visuals and text, three ways a student can influence their own song performance. This will be done through the use of the following well-known professions: mechanic, storyteller and inventor. The student will be invited to approach their song from each of these three professions in order to develop their own problem solving skills. There is no one-size-fits-all in vocal training (Nix, 2013), so while the poster will be visible, it is not intended as something that will be introduced to all students. Instead it is intended as a supporting resource that the teacher or student may reference during a lesson in order to gain a better understanding of the various ways to approach a particular problem as they develop their mastery.
[bookmark: _Toc182396285][bookmark: _Toc181227196]Rationale
The study (artefact and research) will serve the needs of both students and teachers. It will benefit students that rely heavily on the opinion of the teacher. Students can get stuck in the master-apprentice form of teaching and therefore can often be unaware of clear strategies to improve their own performance of a song/singing (Sherwood, 2019). The study will also serve as a reminder to teachers that there are various angles from which to approach instruction. Anecdotally, I have found that from time to time as a voice teacher we can feel stuck if approaches that we have tried during a lesson, do not have the desired effect. As teachers, we need a resource that can help refocus our approach in real time. An accessible visual aid, that we can quickly reference during a fast paced lesson, can act as that resource. The artefact, which will be visible to both student and teacher, is intended to spark conversation about various components that are elements of vocal mastery. It will communicate clearly that technical work, song interpretation and artist individuality can and should be considered when developing well rounded singing (Swanson, 2011; Sear, 2024). The rationale for choosing a visual aid as the artefact is that students have more time in a lesson to absorb the information on educational posters. They can be attention grabbing if they are bright and visually interesting. When they have a concise message, they can stimulate discussion. 

[bookmark: _Toc182396286]Planned Programme of Study

[bookmark: _Toc182396287]Theoretical influences
In the earliest phase of this study, I explored key theories that pertained to my artefact creation. I explored Humanistic Learning Theory, a framework rooted in humanism whereby the focus is on the whole person and their individual experience (Loeng, 2020). The goal is that students acquire knowledge alongside a sense of autonomy, identity and purpose (Draper, 1998; Taylor and Hamdy, 2013). Within the humanist approach the student is recognised as an individual, with their own educational needs and wants (Merriam, 2001). Therefore, it is the role of the teacher to facilitate this learner-centred approach by clearly working through the many elements that combine to create good singing (Sherwood, 2019). Through the artefact it is hoped that the use of clear images and simple prompts will provide an extra resource for the teacher to help the student find success. 
Many theories from the world of voice science, vocal pedagogy, performing arts education and music psychology all have relevance to the development of vocal mastery (McCoy and Ragan, 2018). Therefore, this multifaceted nature of singing can lead to confusion for the beginner singer (Kagen, 1960; Rooney, 2016; Sansom, 2016). Furthermore, since the advent of the internet, voice students have direct access to many sources that provide contradictory instruction on singing, and this can also lead to confusion on the part of the beginner singer (Zhang, 2023).  One framework that integrates information from scientific research, evidence based research and practical expertise is Evidence-Based Voice Pedagogy (EBVP). This theoretical framework endeavours to consider both technical and creative aspects of vocal mastery (Maxfield and Ragan, 2021). Sell (2017) also argues for a holistic multidisciplinary approach to teaching. Contemporary Commercial Music (CCM) differs from classical in that emphasis on elements other than technique must be included in the teaching, for example style training and song interpretation (Bartlett and Naismith, 2020). My artefact will be designed with the understanding that the student will benefit from being taught reliable techniques, both mechanical and artistic, that empower them to problem-solve as independent learners. 
Through the use of the educational poster as an artefact, I aim to promote dialogue between teacher and student. Rowe and Rowe (2017) write about poster design and the viewer perspective, and specifically how that can lead to dialogue in the educational setting. Educational posters have been studied by Hubenthal and O’Brien (2011). They present a framework that applies multimedia theory to the educational poster in the classroom. This will further be explored through a look at best practices.
[bookmark: _Toc182396288]Best practice influences
There are many different learning styles among students and it is important for teachers to provide a variety of resources and activities in order to cater for this in the learning environment (Sener and Çokçaliskan, 2018). In vocal studios, the many needs of the student are catered for by a variety of educational materials that facilitate learning. These include scores, sheet music, backing tracks, pianos, recording equipment, warm-up and exercise manuals and tools, technology-based learning aids, lesson plans, workbooks, vocal anatomy models and visual aids and posters. The educational poster is my choice for an artefact because it serves as an educational tool that is inexpensive to create and yet is a proven effective teaching aid (Duchin and Sherwood, 1990). Currently there are educational posters available on Musicroom (Musicroom, 2015), Amazon (Amazon, 2024), Temu (Temu, 2024), Etsy (Primary Singing Time, 2022) and Zazzle (Zazzle UK, 2021). Musicmotion.com sell a number of visual aids and flashcards that relate to learning to sing. Each poster has an individual message on, for example project the sound (with an image of a loud hailer), and shape the vowels (a picture of a person surrounded by many mouths in various vowel shapes) (For, 2022). The most relevant poster to this study is the Chandler curriculum poster. This was created by Kim Chandler as a quick one page guide for students and teachers who wish to plan and structure various aspects of learning to sing (Compton Publishing, 2019). The Chandler curriculum poster, while informative, has small writing and is text only. My artefact will differ from this as it will be eye-catching through the use of both images and text (Hubenthall et al., 2011). Furthermore, the use of larger, clear fonts will make it more visible to the intended audience (Gjorgjieski, 2024). Currently, none of the posters available online offer an overview of singing elements through the use of three professions mechanic, storyteller and inventor. 
Although not specifically posters, there are many teaching organisations that equip teachers with tools for fixing issues in the voice mechanically (White, 2017; Steinhouer and McDonald Klimek, 2019; Edwin and Wicks, 2019). A number of online resources are available that provide teacher training opportunities for those that wish to upskill in areas including acoustics, resonance, artistic expression, vocal techniques (Voice Study Centre, 2019). 
[bookmark: _Toc182396289]Methodological influences
The methodological approach I will take for this study will be to carry out a short scoping literature review to explore pertinent theories. In order to do this, I will gather qualitative and quantitative data through journal articles and research studies. My intention is to adopt a pearl growing strategy within each of the following areas: humanist learning approaches, use of posters in learning environments and key elements of vocal mastery. The use of white and grey literature in the various areas along with a fusion of best practice and anecdotal evidence will be considered.
[bookmark: _Toc182396290]Timeline
The following Gantt chart will provide an overview of the various stages from initial planning through to submission of the module (Wilson, 2003).
	TASK
	JULY
	AUGUST
	SEPTEMBER
	OCTOBER
	NOVEMBER

	Topic for module chosen, artefact chosen
	
	
	
	
	

	Research into vocal technique, storytelling and improvisation
	
	
	
	
	

	Outline of portfolio and literature review to be written up
	
	
	
	
	

	Literature search and analysis to be undertaken
	
	
	
	
	

	Portfolio to be written
	
	
	
	
	

	Artefact designed 
	
	
	
	
	

	Draft submission
	
	
	
	
	

	Re-writes and final submission
	
	
	
	
	



[bookmark: _Toc182396291]Ethics
Ethical considerations are a must in the vocal studio (Shapira-Lishchinsly, 2011). When displaying a poster it is important to make sure the information is accurate, that care is taken when depicting professional stereotypes, and that there is due consideration of race, gender and culture (Levine-Rasky, 2009). In my vocal studio the poster will be visible to all age groups, therefore it must be appropriate in images and content. It is understood that beginner adult singers can have many reasons for wanting to develop their singing. Many singers have their identities closely linked with their singing voice and their speaking voice and it must be understood that some students may not wish to engage in conversations around emotions of songs or communications (Stothert, 2012). Therefore it is intended that the poster will not be pointed out or verbally introduced to every student. Should any aspect of the poster offend the student it can be noted, removed from eyeline, and a design change can be considered. The student can be provided with contact details for relevant support organisations should they not wish to discuss the poster any further with the teacher.

[bookmark: _Toc182396292]Aims & objectives
· To help students problem solve issues with their own singing by uncovering and critically analysing the current research into self-directed learning in the vocal studio.
· To equip students with strategies to problem solve when learning to sing a song through the use of a variety of concepts and tools. 
· To enrich the learning experience for the student by introducing the concept of the mechanic, the storyteller and the inventor as part of a multidisciplinary approach to learning to sing.
· To explore how visual aids, in the form of posters, affect learning in the private voice studio by keeping up to date with the latest research into educational posters.  
· To develop a framework/guidelines for my studio and other teachers (at a later date), into the use of educational posters in the private studio, by using the information gathered from this study. 
· To explore how approaching a song from various angles can influence the student experience of singing by researching three aspects of vocal pedagogy: technique, storytelling and creativity.
[bookmark: _Toc182396293]Learning outcomes
· To understand how technique, storytelling and creativity are approached by singers and taught by teachers.
· To understand how self-directed learning can be nurtured in the private studio between teacher and adult beginner singer. 
· To understand whether the use of visual aids in the private voice studio enhance the learning experience for the student.

· To understand how student autonomy can be enhanced through the use of educational posters in one-to-one voice lessons 

[bookmark: _Toc182396294]Critical Review
Reflective thinking was defined by a pioneer in the field, John Dewey as  “active persistent and careful consideration of any belief or supposed form of knowledge in the light of the grounds that support it and the further conclusions to which it tends” (Dewey, 1933, p.9). Donald Schön wrote extensively on the importance of reflection in professional practice, and his reflective process theory was deeply rooted in experiential learning theory (Raiber, 2001). Theorists in experiential learning, including Kolb (1984), describe four stages within which to reflect on practice. In order to reflect on my artefact creation process so far, I will use Kolb’s reflective cycle (Morris, 2020), see figure 1. 
[image: learning-cycle-kolb.webp]
Figure 1Kolb’s Reflective model (Kolb, 1984)
[bookmark: _Toc182396295]Concrete experience
In my current professional practice I use a learner-centred approach (Tudor, 1993). Acknowledging that each student is unique and has different strengths and needs when it comes to their vocal mastery journey (Coffield et al., 2004). This begins in practical terms by asking the student what they would like to work on during that lesson. This relates to the study as there are times when a student is unsure of what to reply. By providing a resource that helps the student realise there are various elements that can be looked at, the aim is that the student will be better equipped to take ownership of their learning journey. Currently, on the walls in my teaching studio, I have framed posters of stage shows that I have been involved in, framed inspirational quotes, anatomy diagrams and my academic qualification certificates. In this project I am hoping that research into the optimal visual aid set up in the studio will shed some light on best practice. 
Like many teachers, I have gathered my teaching techniques and approaches from many different sources over the years, beginning with Speech Level Singing (SLS), Institute of Vocal Advancement (IVA) and Modern Vocal Training (MVT). Through these organisations I have learned to diagnose areas of weakness in student singing voices. Also, to utilise tools including combinations of vowels and consonants, scale patterns and finished (for example sounds like “mum” or “yo” that have a finished quality that can be transferred to singing) and unfinished sounds (for example pharyngeal sounds like witchy or cry, and lower larynx produced sob quality). These mechanical tools encourage easy transition from the bottom to the top of the singers range. In my studio the student is made aware that there are tools that can achieve more ease in their singing voice, and they are encouraged to explore the different combinations themselves in order to problem solve vocal challenges. My artefact will have the image of a mechanic, this will visually represent that idea. 
it is of vital importance in singing to develop elements such as flexibility, intonation, range, articulation, tone and breath, yet there are many more aspects that must be explored in order to achieve vocal mastery (Chandler, 2014). In my studio, I encourage students to develop skills in storytelling, expression, interpretation of lyrics and emotions. These are vital elements that are represented in the artefact through the image of the storyteller. Finally, in my professional practice I work on developing the musicality of the student, through creative explorations including vocal improvisation games and songwriting exercises. This encourages the student to approach their singing from a creative and individualistic perspective. In my artefact this approach is represented by the image of the inventor. 

[bookmark: _Toc182396296]Reflective observation
When I conceptualised my idea, my understanding was that a poster displayed in my private voice studio would be a conversation starter, therefore the use of three images with little or no text would be sufficient to spark the curiosity of the student and encourage dialogue between the teacher and student. However, after the initial research into best practices in educational posters, it appears that very few posters have images without text, and what was surprising to me was that many posters had no images and quite a large amount of text (Compton Publishing, 2019; Amazon.com: Singing Knowledge Retro Metal Signs Singing Learning Reference Guide, 2024). Therefore, I have shifted my thinking away from using images only, to designing a poster that also includes text. My current thinking at this phase is that the text may be in the form of questions for the reader. But further research into visual aids in next phase of the study will hopefully shed light on the optimal text to include. The initial idea for the poster was that it would not be introduced to all students. This has aligned with humanist theory that I had explored in the beginning phase of the study, as under this approach to teaching it is recognised that all students are unique individuals, and the one size fits all approach does not work. A further exploration of how a teacher can recognise learning styles may be of use when deciding the appropriate level of student interaction with the artefact. In the beginning phase of this project, I acknowledged when researching best practices, the overwhelming amount of online instruction and information on how to develop vocal mastery. I have observed anecdotally, that students are constantly exposed to online vocal instruction through TikTok and other social media platforms (Alter et al., 2024). The research into EBVP has shifted my thinking from believing that a student can categorise and process every piece of information themselves and that collaboration with a teacher is still useful (McCoy, 2014; Hattie et al., 2021; Maxfield and Ragan, 2021). However, one hope is that the student who watches or hears a particular instruction online can remember the poster and categorise that instruction into one of the three professions. For example, the instruction might be “try these lip trills, or sirens on octave glides” a student might conclude that this is an approach the “Mechanic” might take in order to optimise the instrument. A student may watch a YouTube clip where the audience is moved to tears by a singers performance, and they may conclude that the singer is using the strategies of a “storyteller”. Finally, a student may watch a clip where the singer is singing a well-known song that they have altered significantly to suit their own style and expression. In this case the student may surmise that this is the “inventor” at work. This self-directed approach by a student will increase their feeling of autonomy, and they will hopefully have a clearer picture of key elements that are essential in vocal mastery (Deci and Ryan, 1987; Clemmons, 2006).

[bookmark: _Toc182396297]Abstract conceptualisation
From the conception of the artefact idea to now, certain areas have revealed themselves to warrant further exploration during the next phase of the study. Firstly, I want to explore whether it is possible to equip a student with sufficient skills to take ownership of their own learning journey by asking: Can self-directed learning be nurtured in the private studio between teacher and adult beginner singer? Secondly, I want to explore whether introducing the concepts of three different approaches to learning a song will reduce confusion for the beginner singer by asking: Can the introduction of the concept of the mechanic, the storyteller and the inventor provide the student with a clearer picture of the key elements of singing? And thirdly, I want to find out if the use of visual aids in the modern private voice studio enhances the learning experience for the student by asking: Can an educational poster be a useful addition to the vocal studio? By finding answers to these questions, I hope to achieve my aims and objectives in order to fully explore the effectiveness of approaching vocal mastery through various lenses.
[bookmark: _Toc182396298]Active experimentation
The planned next step is to do a scoping literature review. Having ruled out a systematic review, which is normally carried out by teams of researchers and is beyond the scope of this paper (Munn et. al., 2018; Arksey and O’Malley, 2005). The extensive research that has been undertaken by the Cochrane collaboration provides useful information on how best to gather the primarily qualitative data that I will be researching (Noyes et al., 2019). Deciding on the scoping review as a means of identifying relevant literature means that I will be examining the scope, extent and types of available research relevant to the posters design, content and impact (Nundy et al., 2022). In a previous module I found it useful to enter into the hermeneutic circle with specific questions in mind and make decisions about the relevance of the literature to the questions asked (Schmidt, 2016; Dunne, 2023). I will use this approach when researching the key elements of vocal mastery. I will adopt a pearl growing approach, which is searching for articles of high relevance that can then be scanned fully for other articles of relevance to the question (Schlosser et al., 2006). As I have never designed or created a poster before I will use this approach to uncover one or two key articles that pertain to poster design, in order to quickly discover the key elements that will inform my poster creation. I will not be looking at graphic design principles in detail, but will research basic principles of poster design as they pertain to educational messages. The key words/phrases for this search will be: educational posters; visual media in private vocal studio; poster design; music education poster; learn to sing poster; visual aids in music classroom; visual aids for singing. I will begin my poster research with the journal Educational Media International. From there, I will use relevant reference lists to search further articles that pertain to the topic. Through searching for information on educational posters it is hoped that this will help me inform my own poster design, and ultimately achieve the aim of improving the learning experience for the student through the use of the artefact. As the area of vocal pedagogy is so vast, I will limit my search criteria when researching elements of vocal mastery. I will look at generalised writings on vocal technique, song interpretation, creativity and developing musicality, without delving specifically into areas such as vocal science, music performance anxiety or acting techniques. I will be searching the following phrases: mechanics in singing; storytelling in singing; creativity and singing; vocal improvisation methods; improvisation in singing; acting through song; performance techniques; singing teaching methods; singing teaching techniques; autonomy and singing; imagination and artistry in singing; private voice studio; student-led learning and singing. There are many educational journals that are relevant to the topic, therefore I will search for the keywords and phrases in The International Journal of Music Education; Psychology of Music; Journal of Voice; Journal of Singing; Voice and Speech Review; Music Education Research and Journal of Research in Singing and Applied Vocal Pedagogy. This initial search of journals will be completed within the month of August 2024, using both Google Scholar and University of Wales Trinity Saint David library database. It is through searching these phrases and exploring the research through these journals that I hope to narrow down the relevant studies that will lead to a deeper understanding of vocal mastery and the role of technique, storytelling and creativity in singing. Finally, an exhaustive examination of learning styles and multiple intelligences will be excluded, as it is beyond the scope of this small study.


[bookmark: _Toc182396299]Project Report
[bookmark: _Toc182396300]Introduction
My artefact was created as a response to the need to bridge the gap between my knowledge and that of the student. As a private voice teacher I am constantly striving to expand my knowledge of singing. For the first number of years my primary focus was on learning how to analyse voices and how to best achieve vocal balance in my students. The vast area of vocology, in which there are many opportunities for learning about aspects of vocal training, voice mechanics, health and rehabilitation have made for a fruitful educational journey. As my career has progressed, and I am more confident working with the technical aspects of singing, my focus has shifted from gathering knowledge, to how best to use and ultimately transfer that knowledge to the individual client in my studio. 
What has struck me over the last number of years,  is not just that every voice is unique, but rather, every student is unique in terms of how they learn. I have also concluded that the teacher with the most knowledge is not always the best teacher (Johnson, 2014). Having studied humanistic theory as part of this module that has aligned with my already held views, that learning scenarios should be person-centred. My artefact has the potential to enrich the learning experience of the students who wish to engage with it, by helping them realise that there are various approaches to achieving competent singing. As an educator, I find it essential to engage in conversation with the student, in order to uncover their understanding of the concepts being introduced in lessons. The artefact can be referred to during those conversations to discuss the various elements of vocal mastery. For example, when a student is frustrated by not being able to reach a note successfully, the poster can serve to show that technique is only one element of good singing, and that there are other elements such as song interpretation and individuality that the student may have already found success with. In other words, the artefact can help put the challenges the student is facing into perspective, and therefore, potentially reduce frustration with the educational journey. 

In the following project report, I will be utilising Nelson’s Model of Reflection as a framework. This taxonomy is a tool that will enable me to evaluate, critically think and reflect on the process of developing the artefact. Nelson categorised the reflective process into three distinct sections: know that, know how and know what. Under these three headings, I will review the literature that informs this study, document the processes involved in the creation of the artefact, and finally critically reflect on the practice. 

[bookmark: _Toc182396301]Know that
[bookmark: _Toc182396302]The learner
Pedagogy can be described as the transfer of information from teacher to student (Watkins and Mortimore, 1999). The opposite to Pedagogy is Andragogy, where the student, whether or not they employ the assistance of others, control the learning (Loeng, 2020). In this instance the student decides what needs are to be met, they set their own goals, gather resources and review their learning success. One difference between the adult learner and the child is that the adult has a greater need to be seen as self-directed, as their concept of self can be affected (Knowles, 1980). The traditional master-apprentice approach to vocal instruction which has been the norm for centuries is now being challenged by a more student-led approach (Sauerland, 2018; Crocco and Meyer, 2021; Sherwood, 2023). Flipped learning, where the student researches the topic before it is discussed in class (Kardaş and Yeşilyaprak, 2015); self-directed learning, where the student sets their own goals (Deci, 2009); and self-regulated learning, 
where the student monitors and evaluates their own learning (Cook and Artino, 2016), all fall under the umbrella of a constructivist approach. Constructivism is a construct where the student is involved in the creation of knowledge based on their experiences and needs (Goffi-Flynn, 2024). McPherson et al. (2017) write extensively on how self-regulation by the student improves overall learning outcomes. In vocal lessons or masterclass settings great results can be achieved in a short time, but often the student will not be able to replicate the action after leaving the class (Mass et al., 2008). Anecdotally, I have found that the student may get frustrated that they cannot reproduce the skill, and as a consequence, feel demotivated. For this reason, my artefact attempts to address the needs of the student who wishes over time to be less reliant on the teachers instruction or feedback. It provides three possible approaches for the student to address the requirements of singing such as vocal technique (the mechanic), song interpretation (the storyteller) and individuality and development of musicality (the inventor). 
[bookmark: _Toc182396303]Three key elements in singing
Vocal technique
We know more about physiological and acoustical properties than we ever have through ground breaking research into vocal science, especially since the early 2000s (Hoch, 2020; Titze, 2021; Guzman et al., 2021). This knowledge is made accessible to us as teachers through numerous international teacher training organisations that promote the importance of functional training in singing. For example Institute for Vocal Advancement (Institute for Vocal Advancement, (n.d)); Vocology In Practice (Vocologyinpractice.org, 2024), Somatic Voicework (Vetri, 2009), Feldenkrais (Feldenkrais Method, n.d.), Estill method (Fantini et al., 2017), Voice Study Centre short courses  (Voicestudycentre.com, 2017). Aside from these organisations, there are journals such as Journal of Singing, Journal of Voice and Journal of Research in Music Education, that publish many papers on various studies in vocology (Silveira and Diaz, 2014). Having access to this knowledge can directly impact our understanding of the voice and therefore our teaching. The information we choose to incorporate into our teaching gets passed on to the student, throughout our interactions, whether verbal or with the aid of visual media. 
I agree with LoVetri (2013) who considers it of vital importance that functionality is addressed when training singers. However, Cole (2022) argues that there is an overreliance on mechanical training in vocal pedagogy. As teachers we can be tempted to focus primarily on the technical aspects of singing, however, we must not neglect the other elements that create a well-rounded and captivating song performance. Blades (2017) describes various elements that fall under the umbrella of functional technique such as posture, tone, evenness throughout the range, diction, vowels and registration, but goes on to list other aspects of singing such as imagery, artistic expression, communication and self-discovery work on performance. 
Song interpretation
In musical theatre singing, the student must learn acting through song (ATS). In CCM genres there is also a need to convey the emotions of the song (Hoch, 2018). Genres that utilise electrical amplification have less need for projection of the voice, therefore, the nuances of the storytelling can result in a more intimate or personalised performance (Hughes, 2017). The narrative and stories in songs themselves have been researched. Nicholls (2007) categorises popular song lyric into levels, going from level one, where there is no discernible story to strong narrative in level 5. However, there are more elements than just the lyrics that can speak to the emotions and narrative in a song. Listening to the song with the student, and having conversations about the intended meaning. Imagery that might be conjured up through not only the lyrics, but the melody, harmony, rhythms, instrumentation and vocal effects. These are all areas that are vital to explore when singing (Negus, 2012). Rather than a sole focus on technique, Liu and Zhou (2021) have found that an integrated approach to technique training such as breath work, combined with development of artistic expression enhances the aesthetic performance of songs. When discussing the artefact with the student, the concept of this integrated approach toward vocal mastery will be addressed. By discussing the integration of the storyteller, representing song interpretation, with the mechanic as the technician, and the inventor as the creative. 

Creativity
Encouraging our students to take risks and be unafraid of making mistakes helps our singers develop musicianship skills that radiate to all aspects of their music making (Riveire, 2006). The student can explore their musical creativity through personal interpretations of songs (Graham, 1998). Improvisation is one such element that is useful for singers to cultivate. It acts like conversations between different musical ideas (Madura, 1997). The singer may use improvisation techniques such as personalising, anticipating, predicting or being musically spontaneous (Azzara and Grunow, 2010). Exploring improvisation in the vocal studio can lead to positive outcomes for the individual in many ways from the technical to the aesthetic elements of singing (Wang, 2022). Therefore, my artefact incorporates improvisation under the profession of the Inventor. The inventor profession is part of the poster to remind the student that individuality in singing is worth developing, as it can have positive effects on not only a person’s musical ability, but also to their health and wellbeing (Beaty, 2005; Kindler and Gray, 2010; ASHA leader, 2013;Knapik-Szweda, 2015; Henwood, 2023). There are many methods of teaching improvisation in the vocal studio from vocal improvisation games (Fredrickson, 1994; Vlachos, 2015; Poliniak, 2019), the Kodály method (Whitcomb, 2003) through to using interactive technology (Wang, 2022; Zan and Drăgulin, 2023). By using a humanistic approach as teacher, we can decide the appropriate methods to employ that best suit the individual in the class (Burns et al., 2024; Sichivitsa, 2007). referred to above. 
[bookmark: _Toc182396304]The poster
A decline in the use of posters in general society has been observed in recent times, however, they are still widely used in educational settings (Hubenthal et al., 2011). While the poster in a public space has been designed to quickly get the attention of the passer-by, the classroom offers more time for interaction (Timmers, 1998). Posters are more beneficial than blank walls as students can take in their surroundings providing engagement on a visual level. This can also promote self-directed learning (Cetin and Flamand, 2013). Visual learners can make up to 65% of the population over kinaesthetic learners (5%) and auditory learners (30%), therefore the use of posters in the learning environment can be a successful form of communication (Aduradola and Akeredolu-Ale, 2013). One study researched whether playful titles and images on educational posters for medical professionals were more effective than formal posters. They recommended that the playful posters were found to be more amusing to the participants, however they recommended poster creators need a nuanced understanding of the intended audience, in order to strike the correct balance between education and amusement (Ahyad and Badeeb, 2024). This must be taken into consideration as my poster will be viewed by a wide range of ages and cultural backgrounds.  Hubbenthal et al. (2011) recommend that poster design should have an eye catching aesthetic, a link to curriculum and a balance of images and text. Therefore, I will endeavour to take these theoretical ideas to underpin the artefact, in order to develop it as an effective teaching aid. While it is useful to display a simple message, the educational poster can also provoke inquiry on the part of the student (O’Brien, 2010). My artefact will do this by the inclusion of thought provoking questions beside each of the three images of the mechanic, the storyteller and the inventor.

[bookmark: _Toc182396305]Know How
[bookmark: _Toc182396306]Poster design
The “rule of thirds” theory, where a poster is divided into three distinct sections, has been adopted in the design of the artefact (Duchin and Sherwood, 1990). By observing this theory, the three sections of mechanic, storyteller and inventor are framed and evenly spaced in order to achieve cohesion. The outcome of using this rule is that there is a unity achieved in the design, as each section is formatted the same, making it clearer for the student to absorb. Duchin and Sherwood (1990) suggest that titles should be in capital letters, should not exceed 10 words and be large enough to be seen from the far side of the room. My artefact, therefore, is in bold red capital letters, has only three words and clearly lets the reader know what the poster is about (see figure 2). 
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Figure 2

The poster layout has also been influenced by the Hubenthal et al. (2011) theory that eye catching design elements are more effective as a teaching aid, for this I use simple images to accompany each of the three professions. The images I have decided to use are stick figures, in order to make it more inclusive, by avoiding age, race, religion and gender stereotypes (see figure 3). Currently in my studio I have students ranging in age from 7 to 84 who span many ethnicities and religious backgrounds. There are also gender fluid and non-binary students. As the poster will be displayed indefinitely, consideration has also been given to the above theories in relation to potential new clients. 
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Figure 3: The Mechanic, Storyteller and Inventor stick figures


Duchin and Sherwood also impress the importance of concise nature of text, asking the creator to consider whether each word is essential in transmitting the message, as they believe that less is more when the aim is to deliver a clear educational message. For this reason, my artefact keeps the text to a minimum, in order to deliver a concise message that can be developed further through dialogue, which is a central aim of the poster as a supporting resource to my teaching. However, recognising that the student in a classroom scenario has more time to absorb the information on a poster (Graham, 2005), I have considered and included text that provokes thought on the part of the student, in the form of six concise questions. This will be explored when discussing the individual images and their accompanying text in the sections below. 


[bookmark: _Toc182396307]The Mechanic
[image: A drawing of a person with a wrench

Description automatically generated]
Figure 4

In my poster, the image on the left is that of the mechanic (see figure 4). As discovered through the literature review, in the voice studio the development of technical vocal proficiency is central to learning to sing (Edwards, Zito-Edwards and Meyer, 2023; Maxfield, 2023). With this in mind, for my artefact, I have considered the importance of addressing technical issues in the voice. I have placed the sentence “We can use tools to improve technique” above the stick figure of the mechanic, as research has shown that the concept of using tools to problem solve issues with the instrument is widely used (White, 2017; Steinhouer and McDonald Klimek, 2019; Edwin and Wicks, 2019). The analogy of the mechanic has also been used (McCoy, 2021), and my own studio I often refer to the transitioning through registers in terms of gear changing in a car.  Anecdotally, students of mine have responded to the idea of looking under the bonnet of the car to fix technical issues. These may be notes that feel strained, breath control issues, notes that break/flip or crack. Many students can become despondent when these technical issues occur in their song. Some students feel that if their voice is not technically proficient that it is a reflection of their personality, and this can have a negative impact on self-esteem (Stothert, 2012). By creating a distance between self-worth/identity and technical vocal issues, this frees the student up to address the issues in a more measured way (Dobos, Piko and Kenny, 2019).  Approaching the song as a mechanic taking a diagnostic of how free the voice feels while singing the song is the first step in the process. In order to provoke the student to reflect on their own learning, in terms of technical skill, I have added the questions: Can you name any tools we use in lessons? And: What is your favourite vocal exercise? By encouraging the student to reflect on their own practice they can develop a sense of autonomy that leads to a more fulfilling learning experience (Cook and Artino, 2016). 
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Figure 5
The image in the middle is that of a storyteller (see figure 5). Research has suggested that the singer needs more than just technical ease when performing a song (Miller, 1996; Stephenson, 2018; Helding and Ragan, 2022). There are many successful singers that have technical issues that we not only overlook, but see as integral to their style such as Bob Dylan, Kanye West and Florence Foster Jenkins (Music, 2017). In those instances, perfect technique is not essential for their success, as they possess the skills to connect more with an audience by leaning heavily into storytelling and emoting the song. A technically proficient singer who is considered to be lacking emotional connection with their songs, can also be successful (Steve Hoffman Music Forums, 2016). However, the singer who displays both a command of technique as well as emotional singing has more options when choosing how to perform a song. As a voice teacher, it is my aim to help students interpret songs on a deeper emotional level, in order to connect more meaningfully with their audiences and ultimately to become better singers. On my poster, the storyteller takes up the same space as the mechanic and the inventor, in order to reflect the research that vocal mastery is not reserved for technical singing alone (Helding and Ragan, 2022). In my professional practice, this is highlighted in my capacity as a lecturer on a musical theatre degree course. I am working with third year singers who are technically proficient. However, for some students the craft of acting through song is challenging. Although they are not beginner singers, through the use of the poster, I can have the conversation that storytelling is as important as good vocal technique. This is represented on the poster with the phrase “We can find deeper meaning in the lyrics to connect with audiences”. In order to spark thought about the musical text or song, the student is invited to focus on the story itself through the question “What do you think the songwriter wanted to say?” The student is also asked “How can you make the listener believe what you are saying?”. This question is included to challenge the student to use their own knowledge to problem solve, as per the research into self-determination theory where the student takes responsibility for their own learning (López-Íñiguez and McPherson, 2020).
 In my private studio, the beginner singer that struggles with technique can also benefit from developing emotional singing, as research shows that emotions such as cry and sob qualities in many instances, can result in a desirable mechanical outcome (Howard et al., 2014; Chapman, 2021). For example, a “cry” sound can result in more adduction of the vocal folds (Cooke et al., 1997; Ericksson et al., 2020). In my capacity as a musical theatre lecturer, I spend time mostly on the storytelling and technical aspects of vocal mastery. The characters that the students are portraying are well defined, and while there is some room for creativity on the part of the student, they mostly adhere to the character as written. However, in my private studio, I also work with many other CCM genres such as rock and pop, as well as irish sean nós singing. In these genres the student is encouraged to develop their musical individuality. This is represented on the poster by the Inventor. 
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Figure 6
The third picture in the poster is that of the Inventor (see figure 6). This profession has made it on to the poster as a way for the adult student to realise that they have permission to make creative choices with their singing. For this reason, the simple phrase “We can be creative” is above the image of the inventor. Anecdotally, I have found that many adult singers often attend lessons with preconceived ideas of what singing is or should be (Lemon-McMahon, 2019). Often they have had their singing critiqued, and this has led to a lack of confidence in their ability to sing (Chong, 2010). Many adults have also had most of their past teaching in a master-apprentice style, and therefore, have made less decisions regarding style or repertoire (Sherwood, 2023). Through conversations sparked by the poster, the student can be made aware, that in many genres they can choose to alter the melody, rhythms, tempos etc. By doing this, the singer takes a more active role towards vocal mastery, through self-directed learning (Renwick and McPherson, 2002). This in turn can lead to a greater sense of autonomy (Evans, 2015). In order to provoke this thought in the student, the question “Would you like to make changes to the song?” is underneath the image of the inventor. This can be achieved in the lesson by inviting the student to partake in improvisation games (Poliniak, 2019). These are proven methods to helping a student develop their musicality and creativity (Henwood, 2023). A second question deals with the notion that individuality has a part to play in developing vocal mastery. This is prompted by the question “Would your audience be able to guess your personality from your performance?” Individuality is a worthwhile element to cultivate in singers, as it can have many positive effects on a student’s skill level, wellbeing and indeed success (Azzara and Grunow, 2010). 
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A critical examination of the artefact development process is helpful for evaluating its value, effectiveness and quality (Danielson, 2007). In the early phases of the project, the subject matter and artefact design elements were researched through literature review and examination of best practices and methodologies. The aim of this research was to determine the potential impact of the artefact on the beginner adult student. The initial research led to the honing in on three research questions that were considered throughout the process (Alvesson and Sandberg, 2013). 

[bookmark: _Toc182396311]The subject matter
Through a review of the literature and research into best practice I wanted an answer to the research question: Can the introduction of the concept of the mechanic, the storyteller and the inventor provide the student with a clearer picture of the key elements of singing?  The choice of the professions on the poster was initially decided by my own professional practice. In my studio for the last three years I have been using the mechanic, storyteller and inventor with various students to help them explore the many different elements of vocal mastery. While there is no literature to support these three professions being used together, I justified my use of them on my poster through an examination of literature and best practice of vocal technique, song interpretation and creativity. There is an overwhelming amount of research available on the mechanics of singing (Voice Foundation et al., 1987). This was the reason I narrowed my search criteria to a specific number of journals, specifically the journal of singing and the journal of voice (NATS, 1995; Voice Foundation et al., 1987). For the beginner teacher these are two of the journals that distil the research in many articles specifically geared towards voice teachers. These journals not only deal with the mechanics of singing but also articles on every element of vocal mastery. For example storytelling, song interpretation, creativity, improvisation, musicality. Therefore I was able to gather many articles that supported my use of these three professions. An examination of best practices revealed that there are many teaching organisations that train voice teachers on elements of vocal mastery. Their approaches are varied but ultimately their aims are the same. For example there are many differences between Estill and Feldenkrais in terms of how they train teachers to achieve better singing in their clients (Fantini et al., 2017; Nelson and Blades, 2018). For the artefact this was echoed the use of the professions. The usefulness of the poster for both the beginner singer and teacher is in highlighting that a multi-disciplinary approach can achieve results and there is not one specific best method to achieve vocal mastery.

[bookmark: _Toc182396312]The artefact design
In the concrete experience section of my Kolbs cycle review above, I described the contents of my studio walls, and hoped to find whether the current set up was conducive to learning through the question :Can an educational poster be a useful addition to the vocal studio? The literature has reinforced my belief that the inclusion of educational posters and other visually interesting posters can be a positive addition to the vocal studio set up (Graham, 2005; Cetin and Flamand, 2013). However consideration must be given to the overall educational space, as the effectiveness of the poster can be impacted by the size of the room, the lighting, the positioning at eye level or picture level and whether there are distractions such as noise or food/drink being consumed in the vicinity (Duchin and Sherwood, 1990).

[bookmark: _Toc182396313]The student 
I wanted to explore whether the use of the artefact could help develop autonomy in the student through the question: Can self-directed learning can be nurtured in the private studio between teacher and adult beginner singer?  Through research into self-directed learning, constructivist methods and humanistic approaches to teaching I decided to incorporate questions on the poster, to prompt students to think more about the choices they currently make, and to provoke their thoughts on their future mastery development. The central reason for creating a poster as an artefact was to find a way of clarifying the main elements of vocal mastery for students so that they can problem solve during the learning process. I will now explore three examples of students of mine that might benefit from interaction with the poster. 

Teaching scenarios
Teaching scenario 1: The frustrated 50 year old female student who has avoided singing as they were told when they were younger to mime by a choir master.
In this instance the student has very closely linked her lack of ability to sing in tune to her identity (Bonshur, 2017). This singer becomes quite emotional when not able to reach for the notes. By realising that there are different approaches to take to address this, the student can disassociate their self-worth and approach the vocal issue as a mechanic with a set of tools. When the issue has been addressed the student can then be invited to approach the song through the eyes of the storyteller, to study the song lyrics and ask what the writer intended to convey. The emotions that are called upon now are directly related to the story instead of their own sense confidence in technique. After the student has mastered the technical aspects and the storytelling aspects of the song we can now invite them to delve further into their own artistry, and let them explore the song in a more courageous creative way, perhaps changing the structure, improvising, making choices (Beaty, 2015). The singer at this stage has a deeper understanding of the mechanics and performance techniques, so now that they have informed choices they can decide which to choose. The Inventor stage is most useful here as the final optional phase as if it was introduced to the beginner singer first before they were equipped with the tools on a technical level, or the understanding of the importance of communicating a song, it would potentially be a daunting task, as the inventor that has been the mechanic and the storyteller has now more choice. This is anecdotal however, perhaps the freedom to get straight in without attention to the technical or staying true to the story would be a preferred approach by some beginner singers. Taking humanist theory into account, the role of the teacher in this interaction is to let the student lead with whatever element they wish to explore (Johnson, 2014).
Teaching scenario 2: The 42 year old man who wants to sing folk songs with his guitar in pubs or at gatherings, but cannot get his voice to match the emotions he feels when he sings the lyrics. This is a case of the person who already approaches the song as the storyteller, but needs more exploration of the mechanical so that the instrument will be able to express those emotions healthily and with the desired tone (Helding and Ragan, 2022). In this instance opening up the conversation around various tools that can be used to help free the voice mechanically could be useful. Also creating a plan with the student that works towards finding vocal balance through use of those tools. 

Teaching scenario 3: The 21 year old student who is getting frustrated because she wants to sing the song exactly like the recording artist. In this instance, the student is mechanically able to negotiate the song and also has explored the emotions and the storytelling, despite not sounding like the artist. In this instance exploring the many ways in which she can make choices other than what she has heard the singer do, this could be in terms of vocal quality, breathy or pressed, volumes, pronunciation, etc. By approaching the song as an inventor there are many opportunities for the singer to accept that while it is possible to mimic another singer to some extent, that this is not the only option available to her as an artist (Azzara and Grunow, 2010; Knapik-Szweda, 2015).

[bookmark: _Toc181227226][bookmark: _Toc182396314]Reflective Conclusion

What worked well is that it enabled me to dive into current research around teaching practices in the studio in order to refresh my training. It was also useful to reflect on my current practices and apply new theoretical ideas to construct the artefact. Gathering the research was not as much of a daunting task as it had been in previous modules, as I had developed my own categorisation system and had more knowledge as to the pitfalls of going down rabbit holes (Hébert, 2015). I have become more proficient at using Boolean filters and I am becoming more aware of specific journals of relevance. I had learned from the past not to begin writing up the assignment until a detailed planning phase had been completed. A challenge of this module was that I had been unaware of a very clear distinction between component one and two, but through tutorials and lectures was able to get clarification. Another challenge was in the searching of phrases like “poster design”. A significant number of the results were relating to design of poster sessions, specifically slides used during presentations (Gemayel, 2018). The information from these articles, though not directly relevant to wall hanging posters, was useful in terms of design layout instructions, such as colour usage and clutter free visuals, to make the poster more conducive to learning. In my module 3 research project I researched teacher attitudes to singing exams (Dunne, 2024). Part of this project involved asking teachers what elements of singing are most important. Vocal technique was listed as the most essential element. But I was unable to get a consensus among teachers as to what exactly fell under the umbrella of technique. This element of my previous research impacted my artefact design, as it was initially a challenge to decide whether performance technique belongs under the storyteller or the mechanic section. After researching ATS and performance skills (Ross, 1961; LoVetri et al., 2014), I concluded that performance is more closely related to song interpretation, therefore belonged under storyteller. There is a cross over of elements between the professions in the artefact. This provides an opportunity for discussion with the student. For example in the “Know that” section above, the use of emotions while singing such as a cry or a sob can have a direct impact on the vocal technique of the student at vocal fold level (Ericksson et al., 2020). There is potential in the future to examine whether other professions could be added to the poster. This could be an exercise that involves asking the student to consider other occupations and their approaches, which in turn would increase their sense of autonomy. As previously explored, humanist theory argues that every individual is unique (Johnson, 2014). With this in mind it is important to realise that not every student may find interaction with the poster as a learning aid useful. Should it be a source of confusion for a student, the poster could instead be used as a reminder to the teacher to cover the various aspects of vocal pedagogy. By placing the poster in the eyeline of the teacher it could serve as a checklist. The teacher could use it to make sure that the technical work on the song has been completed, as well as the performance and emotional development. They could also make sure the student is developing their creativity, and exploring their individuality while singing.

There is a balance to be made between technique, song interpretation and creativity in singing. The singer who relies heavily on emoting the song can sometimes create strain or cause imbalances physically that need addressing and vice versa, singing with good technique alone is not serving the song or the performance. For this reason my artefact collates the main aspects of learning to sing for the adult beginner. Through the use of a simple poster design that has been informed by research, best practices, methodologies and my own professional practice, the student gets an overview of three elements that when considered separately or combined can lead to a more fulfilling vocal performance. 
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