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COMPONENT ONE:

PROJECT PORTFOLIO

l. INTRODUCTION

This project is conducted with the goal of understanding the potential of somatic exercises to
reduce or even eliminate tension problems in singers. It is based on the researcher’s
previous project (Module 4) and aims to translate the theoretical understanding discussed in
Module 4 into more practical pedagogical applications. This project aims to help the common
challenges faced by student singers, who often show physical tension, misalignment, and
anxieties, through developing a set of embodied-singing exercises that can be used along

with a common regular pre-singing warm-up.

The idea of this research topic comes from the researcher’s personal experience. He
frequently finds that many of his private students and his amateur choir singers in Jakarta
are experiencing tension building up during classroom showcases, choir rehearsals and in
student performances or concerts. Some of these common tensions include tensions in the
jaw, neck, shoulder, chest and intrinsic/extrinsic muscles of the larynx (Willis et al., 2019),
tongue root tension, breathiness or shakiness (Henshaw and Collyer, 2022). Based on his
personal observation and experience as a singer himself, added with the study of literature,
he understands that these tensions often come from bodily response to cognitive anxieties
coming from overthinking the techniques, self-monitoring, perfectionism or pressure from self
(Matei and Ginsborg, 2017; Casanova et al., 2025) and stage fright (Hu, 2024). Such arising
stress levels in singers are known as Musical Performance Anxiety (MPA) and often occur
before, during and after music performance (Henshaw and Collyer, 2022). In the study of the
MPA, this topic falls under the framework of the Explicit Monitoring Theory (Dobos, Piko and
Kenny, 2019; Matei and Ginsborg, 2017), which will be further explained in this paper.

Apart from psychological factors (anxieties), the tensions may also come from the singers’
structural or physiological misuse (Vaiano, Guerrieri and Behlau, 2013). Physical tensions
such as in the jaw, neck and chest often come from poor posture habits or attempts to
maintain an overly “militaristic” or rigid alignment that was coming from pursuing a particular
sound concept (Poliakoff, 2023). This attempt to overcorrect or force a specific posture can

lead to a rigid and unresponsive body, intensifying vocal stress (Miley Knipple, 2018).
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Orienting to psychophysical

As the tension problems come from two factors: psychological and physiological, this project
is working toward finding a more holistic, practical approach that may touch both aspects
rather than trying to address them individually. This concept is offered in what is called the
somatic approach (Pentikdinen, 2022). The word somatic came from the Greek terminology
soma, which means ‘living body’ that fundamentally embraces psychophysical unity
(Pentikainen, 2022; Mingle, 2018). According to this somatic philosophy, the body and mind
are inseparable (Mingle, 2018). This means that the tension caused by both psychological
and physiological factors will affect the entire vocal mechanism (Paparo, 2022). This
principle, known as psychophysical unity, explains that an emotional state such as anxiety
not only affects the mind but also increases muscular tensions (Celik, 2025). On the other
hand, a physical constriction, such as a slouch, can increase the effort of phonation. This will
then heighten psychological anxiety (Clethero, 2019). In this regard, addressing the student's
tension by going through solely technical instruction or solely by cognitive therapy would be

pedagogically incomplete (Willis et al., 2019).

In the previous module/project, the researchers discussed some somatic methods that
potentially could provide a holistic solution to help ease the tension problem discussed
above. These somatic methods are the Alexander Technique (AT), the Feldenkrais Method
(FM), Fitzmaurice Voicework (FV), the Linklater Voice Method (LV), and Lessac Kinesensics
(LK) (Dumadi, 2025). These five methodologies are uniquely chosen because they offer
structured, embodied pathways to improve kinesthetic self-awareness and would help to
correct structural misuse through a non-judgmental sensory feedback (Nelson, 2002;
Dumadi, 2025). While the aforementioned previous project focused on the literature
discussion, this current Module 5 research project focuses on translating the Module 4
literature study into a practical application by creating an artefact. The artefact is 14 sets of
exercises that are a compilation of the five somatic methods above. By synthesising five
somatic methods, the exercises target structural realignment (such as AT’s focus on
head/neck primary control) that seamlessly integrates with those targeting neuro-vagal
release (such as Fitzmaurice tremorworks), thereby addressing the problem through both
body and mind. The artefact, therefore, shows that we need to change how we teach,
moving towards a hands-on approach that handles the tension, no matter where it comes

from.
Local workplace context: Asia/lndonesia
While the principles of somatic approaches, such as the Alexander Technique and the

Linklater Voice Method, are quite common to be found in Western conservatories to address
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structural alignment and vocal freedom (Alexander, 1932; Linklater, 1976), the utilisation of
these approach in the other part of the world was not as much (Lee, 2018; Phelan, 2021),
especially in the Asian countries, where music/vocal training mostly focused only on learning
musical pieces by ear (Suzuki Music Victoria, 2025), reading notation, and preparation for
performance or international exams (Aryandari, 2024), rather than mitigating problems such
as performance anxieties (Quin, 2022); Ohki, 2021). In this regard, this project would be
potentially significant in enriching pedagogical approaches of teachers in the area, and more

students in the area would enjoy the benefit of these somatic approaches.

The Artefact

The artefact designed in this study is a 14-set of approximately 15-minute embodied-singing
warm-up exercises, which is intended to be used as a pedagogical handbook for voice
instructors and practitioners. This set of exercises is taken from the five methods of the
somatic exercises mentioned above. These exercise sets consist of independent, modular
exercises and offer teachers flexibility, allowing them to tailor the use of this set of exercises
to suit the specific focus of each rehearsal. Each set consists of three exercises lasting a
total of approximately 15 minutes. This 15-minute duration was chosen to ensure its
adaptability to be integrated into a warm-up routine in singing/choir/musical theatre company
rehearsals, which typically allocate a warming-up period of about 20 to 30 minutes (Carroll,
2024). This 15-minute ‘physical component’ is designed to precede and complement the
Semi-occluded Vocal Tract Exercises (SOVT) and or vocalisation parts of the warm-up

session, which typically lasts 10 to 15 minutes (McHenry and Evans, 2017; Hilton, 2020).

Within this 15-minute duration, the exercise starts with targeting skeletal or posture
alignment, then move to Neuro-Vagal Release and then to Tonal Energy and Resonance
Placement. In this regard, the curriculum’s purpose is to efficiently prime the student's
Autonomic Nervous System (ANS) and kinesthetic awareness via reflective release (such as
FV tremorwork) and re-training postural habits (such as via the Alexander Technique). This
approach hopes to allow the performer then able to immediately vocalise effortlessly with
minimal or no tension (Fitzmaurice, 2010; Sentianin, 2025). The resource is specifically
designed to be deployed by voice instructors in a variety of pedagogical settings, including
private studio lessons, group masterclasses, and pre-rehearsal warm-ups for amateur

companies.
Rationale
The idea of this project is based on the seeking of a comprehensive solution to the common

tension problems in students, while realising the benefit of somatic cross-training (Miley
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Knipple, 2018). The theoretical necessity for this multi-factor approach is further supported
by the work of Sielska-Badurek et al. (2017), whose research on Combined Functional Voice
Therapy demonstrated significant success in treating Muscle Tension Dysphonia (MTD) in
singers by using a holistic, integrated protocol. While that study provides strong empirical
justification for the principle of combined therapy, it simultaneously highlights a pedagogical
gap (Sielska-Badurek et al., 2017). The existing literature focuses predominantly on clinical
remediation for diagnosed pathology, leaving a deficit in evidence-based resources tailored
for proactive conditioning and the prevention of psychophysical tension in healthy,
pre-professional performers (Hu, 2024). This project tries to answer the conditioning or

prevention instead of remediation.

Il. PLANNED PROGRAMME OF STUDY

As this paper addresses tensions in singing based on two perspectives: the interdependent
psychological and physiological factors, designing the artefact required strong theoretical
support more than any available somatic methodologies. To develop this set of exercises,
the researcher used a step-by-step approach that took key ideas from the earlier study and
organised them into a single, practical framework (Dumadi 2025). The framework supporting
this artefact is built on three main foundations: (1) methodology, (2) theory, and (3) best

practices, which are described in the following sections.

Methodological Influences: The Artefact Creation Process

The researcher develops this set of exercises using a method called Systematic Thematic
Synthesis, which is based entirely on findings from published literature (Thomas and
Harden, 2008). No human participants were involved, and there was no form of practical
testing at this stage. This approach was chosen to comply with the university’s ethical
guidelines for Module 5. In addition, it also functions as preparation for a future subsequent

project (Module 6). The process involved two main steps:

Phase I: Systematic Data Pooling

The first methodological activity is the systematic collection of the practical exercises from
the five chosen somatic methodologies (AT, FM, LV, FV, LK), which form the raw data for the
artefact (Dumadi, 2025). This phase requires meticulous research, ensuring that only
step-by-step exercises were extracted from authoritative sources (both primary literature and
authenticated grey literature), resulting in an initial pool of 65 exercises (see the appendix).

The initial data set was then refined based on inclusion criteria (functional utility and
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non-redundancy) in order to ensure maximum pedagogical efficiency within the 15-minute
duration. Following this refinement process, redundant and insufficiently targeted exercises
were categorised as “spares” and were listed after the 14 core sets. These spares are being

kept available with the purpose of customisation flexibility.

Phase Il: Thematic Conceptualisation and Architecture Development

The second methodological phase involves the critical analysis and a systematic thematic
synthesis of the 65 exercises. This resulted in the abandonment of the researcher’s
preliminary Module 4 themes. The initial conceptual categories used in Module 4 were found
to be overly broad and pedagogically insufficient to govern the precise sequencing required
for a 15-minute warm-up set. Concepts such as "Tension Release" were found to be overly

broad, requiring extraction into distinct functional objectives so that they can be applied

Figure 1. Comparison between old themes and new themes

Module 4 Categories Module 5 Categories Notes for the shift
(Preliminary/Broad) (Functional/Specific)
Tenzion Release 3. Effortless Braath and Dizaggregates muscular holding from ANS
Meuro-Vagal Release {Autocnomic Nervous System) regulation;
focuses on calming the nervous system (Weir
Quston, 2021)
Body Awareness 1. Skelatal Support and Postural | Narrowing the focus from general awarenass
Mapping to non-muscular (skeletal/dynamic) support, in
order fo address alignment misuse {Alexander,
1932),
Wocal Guality 4. Tonal Energy and Resonance  |Refines acoustic goal into a more specific
Placemeant kinesthatic sensation (such as buzz/ring). This

iz needed for forward placement of the voice
(Lessac, 1997).
Breath Management |2, Fine Motor Articulator Freedom | Recognises that the jaw and tongue often

restrict the laryngeal space more than poor
‘breathing’ technique does.

Expressive Connaction (5. Integrated Action and Establishes the final link betwean physical
Expressive Impulse freedom and authentic communicative intent
[Linklater, 1976).

efficiently. This methodological trial thus evolved into a thematic re-grouping based on
functional goal (e.g., separating articulation freedom from skeletal support), leading directly
to the creation of the five newly thematic categories (e.g., Tonal Energy, Neuro-Vagal
Release). The direct comparison between the initial categories and the resultant functional
framework is presented in Figure 1. This thematic conceptualisation is the final
methodological output. It serves as the structural architecture that governs the sequencing

logic of the 14 warm-up sets.
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Theoretical Influences: Thematic Conceptualisation

The theoretical foundation of this study is based on the strategic synthesis of five different
somatic approaches (AT, FM, LV, FV, LK), with the goal of creating a holistic conditioning
resource for teachers and vocal practitioners that prioritises the performer's conscious
sensory awareness (Nelson & Zeller, 2002; Linklater, 1976). Having established the
methodological necessities for the new framework (Phase II: Systematic Thematic
Synthesis), this next section will discuss the five new thematic categories, which serve as
the artefact's theoretical model. This thematic conceptualisation represents the Know That of
the artefact’s design, providing the pedagogical logic for the sequencing of all 14 warm-up

sets.

a. Theme 1: Skeletal Support and Postural Mapping
This theme is based on the AT concept of Primary Control (Alexander, 1932) and the
FM focus on dynamic alignment (Lee, 2018). It runs on the theoretical principle that
functional vocal freedom is grounded on the establishment of a neutral, dynamically
stable skeletal posture (Jones, 1976). The central idea is that habitual rigidity, which
often comes from poor postural habits such as a static "militaristic" alignment,
restricts the movement of the entire torso, which affects the breath capacity
(Poliakoff, 2023). Exercises within this category (e.g., AT Semi-Supine, FM Pelvic
Clock) aim to re-map the performer's body awareness in the central nervous system
(Willis et al., 2019). This shift ensures the skeleton becomes the primary source of

support for the vocal mechanism rather than the muscular system (Sentianin, 2025).

b. Theme 2: Fine Motor Articulator Freedom
Tension in the jaw, tongue, and throat is a central feature of Muscle Tension
Dysphonia (MTD) and oftentimes signs of Music Performance Anxiety (MPA)
(NIDCD, 2025; Willis et al., 2019). This theme is based mostly on the FM and LM
focus on isolation and release, understanding that fine motor control of the
articulators is significant for achieving good resonance and vocal agility (Linklater,
1976). Theoretically, exercises such as the FM Jaw Rolls and the LM Jaw Shake
target the unconscious bracing of the extrinsic laryngeal muscles, a habit which
restricts the movement of the hyoid bone and larynx (Sentianin, 2018; Miley Knipple,
2018). The inclusion of specific articulation exercises (e.g., FM Tongue-Spine
mapping) helps to make sure that movement in these areas is separated from

generalised tension in the neck and shoulders (Lee, 2018; Miley Knipple, 2018).
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c. Theme 3: Effortless Breath and Neuro-Vagal Release
This theme targets the psychological component of tension, which links breath
regulation to the Autonomic Nervous System (ANS) (Monti and Bianchi, 2025;
Fitzmaurice, 2015). It combines the Inhibition principle (AT) with the reflexive release
techniques of Destructuring (FV) and kinesthetic awareness (LK). The theoretical
goal is to shift the performer out of the sympathetic (fight-or-flight) state and into the
parasympathetic (rest-and-digest) state (Monti and Bianchi, 2025; Steyn, 2014).
Examples of exercises in this theme are the FV Tremor and the LK Yawn-Sigh, which
are designed to interrupt the anxious holding of the breath and aim to help restore
the spontaneous nature of the diaphragm, thus creating a physical sensation of calm

which would fight the stress of self-monitoring (Fitzmaurice, 2015).

d. Theme 4: Tonal Energy and Resonance Placement

This thematic category connects the physical sensation factors with the vocal
production. It was mostly based on the Lessac Kinesensics (LK) (Lessac, 1997). The
underlying theoretical concept is kinesthetic feedback, which suggests that the
performer uses the conscious feeling of vibration, which is the physiological
awareness of the "buzz" or "ring", in order to guide vocal placement and increase
projection (Humphrey, 2024). This focus is important for the overthinking singer, as it
helps to bring the performer's attention to an objective ‘physical’ sensation (vibration)
rather than overthinking potential technical flaws (Casanova et al., 2025). Examples
of exercises that belong to this category are the LK Y-Buzz and LM Channel
Resonators. They are essential for training the performer to use the body's natural
resonators in order to reach acoustic efficiency and dynamic power (Linklater, 1976).
This sensory focus approach is hypothesised to reduce the disruptive cognitive load
associated with self-monitoring or overthinking the technique (Matei & Ginsborg,
2017).

e. Theme 5: Integrated Action and Expressive Impulse
This theme focuses on the performance aspect, aiming to synergise the structural
support (Theme 1) and the resonant tone (Theme 4) with authentic expressive
intention (Linklater, 1976). The main goal is to train the performer’s choice to sing or
move without defaulting to unconscious habitual tension. This would reduce the gap
between emotional truth and physical action (Alexander, 1932; American Theatre,
2010). Examples of exercises under this theme are AT Applied Inhibition, FV Tuning,

and LK Consonant NRG. They are designed to train the student/performer to use
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internal impulse or desire as the foundation in making the sound (intention/objective
driven), with the hope that expressive intent subconsciously becomes the guide to

physical mechanism, and not being held by technical anxiety (Sentianin, 2025).

Phase lll: Artefact Development

Following the theoretical Know That process through formulating the five new thematic
categories, the next phase is the procedural Know How (Kolb, 1984) of creating the artefact.
The main methodological challenge is in transforming the pool of 56 refined exercises into a
few sets of rotation-ready exercises while preserving the theoretical integrity of the fusion
(Mingle, 2018). In this regard, the exercise sets were then constructed using the following

guide:

1. In order to make the sets flexibly applicable in more situations (from 45-minutes
private studio lessons to about two-hour choir rehearsals), the researcher limits the
somatic exercise set to approximately 15 minutes per set, with the hope that these
movement based-exercises can put before common vocalization (Liao, 2016), and
able to keep the whole total warm-up process within the common 30-minute window
(Hoch, 2018; McHenry & Evans, 2017; Hilton, 2020), so that there would still good
amount of time left for repertoire work.

2. To maximise somatic variety within the core sets, exercises are not repeated
throughout these 14 sets. Redundant or alternative variations are provided as a
"supplementary pool” or spares to allow future customisation.

3. Each set is designed to move from Body/Awareness to Breath/Release to
Resonance/Expression. This pathway was chosen to ensure physical readiness
before continuing to vocal tasks. This sequence is necessary in order to establish the
structural foundation before introducing acoustic complexity (Willis et al., 2019).

a) Exercise 1 (Foundation): Originate from Theme 1 (Skeletal Support) or
Theme 2 (Fine Motor Articulator Freedom). This prioritises correcting
structural misalignment and freeing the jaw/neck early (Poliakoff, 2023).

b) Exercise 2 (Release): Mostly originates from Theme 3 (Effortless Breath and
Neuro-Vagal Release). This introduces the regulation of the Autonomic
Nervous System (ANS), such as through FV Tremor and AT Inhibition, to
reduce cognitive anxiety before vocalisation (Alter, 2023).

c) Exercise 3 (Goal): Mostly originates from Theme 4 (Tonal Energy) or Theme 5

(Integrated Action). This ensures the final minutes focus on acoustic efficiency
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and expressive impulse, seamlessly bridging the somatic work to the

vocalising warm-up or other singing tasks (Lessac, 1997).

The complete structural breakdown of the 14 sets, illustrating the application of this

sequencing logic to the 65 exercises, is submitted in the Appendix (Dumadi, 2025).

Best Practice Influences: The Pedagogical Justification

The somatic methods that are used as the foundation of this project have been widely known
and are being included in many conservatories and other training programs to promote vocal
health and performance enhancement (Sielska-Badurek et al., 2017; Lee, 2018). However,
in the researcher’s occupational environment (Jakarta occupational context), these somatic
methods have not yet become common practice, as most teachers typically default to
generalised warm-up routines that use simple physical movements, such as generic
sport-style stretching warm-ups. followed immediately by traditional acoustic vocalisation.
This approach has not yet considered the psychophysical nature of the cause of tension
(Poliakoff, 2023). The set of somatic exercises composed in this project hopes to bring the

global best practice of somatic methods into a localised resource.

Aims & Objectives

This project aims to translate the theoretical findings from the previous project, Module 4,
into a more practical application: transforming the theoretical principles of the five somatic
methods into artefact creation that functions as a psychophysical solution to help reduce
tension problems in singers. This artefact is also intended to be tested later on an empirical

study after this project (Module 6).

The objective of this project is designed to be Specific, Measurable, Achievable, Relevant
and Time-bound (SMART). They are:

1. To create and finalise the design of the 14 distinct, 15-minute warm-up sets, ensuring
their compliance with the Body, Breath, Resonance sequencing rule and the five New
Thematic Categories (Measurable by artefact submission).

2. To critically appraise the theoretical fidelity and pedagogical coherence of the five
new thematic categories against principles of voice science. For example: assessing
the theoretical validity of combining FV tremorwork with AT Inhibition (Measurable by
the Know That section of the Project Report)

3. To successfully construct the evaluation of the artefact and ensure they are ready for

the empirical study of the subsequent project: Module 6.
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Expected Learning Outcomes

From this project, the researcher expect:

1.

to learn and develop methodological synthesising skills, by working on the five
somatic methodologies and synthesising them into a fusion-based exercise set that is
applicable to the researcher’s occupational situation.

to learn and develop appraisal skills needed to critically evaluate the 14 set exercises
against established vocal science and motor learning to see their pedagogical
suitability.

to learn from the experience to construct research instruments for future follow-up

research projects (Module 6).

Activities and 'Assessment Criteria’

Below are the activities for this research project:

1.

© N o o

Reading, note-taking and reviewing all five somatic methods to get a deeper
understanding, beyond what has been done in Module 4. Begin to write the
introduction part.

Collecting and note-taking all the step-by-step practical exercises directions from
each of the methods. Sources can be varied, including books, blogs, and YouTube,
to complement sources from the white literature. Arrange all the notes in a
spreadsheet.

Group the exercises based on style, nature or the area/part of the body/mind that the
exercise targets. For the initial phase, the theme from Module 4 can be used to help
this grouping. For example, exercise A is for body alignment, while exercise X is for
vocal quality. Use a spreadsheet, colour coding, and text code to help organise the
exercises.

Refine the grouping and be open to group adjustment. Keep the trial-and-error and
group re-adjustment process until the new grouping/new themes are generated.
Categorise exercises into ‘core’ set and ‘spares’ based on functional uniqueness.
Keep working on the writing along with the artefact construction.

Finalising the artefact, along with readjusting the writing task.

Continue the writing and do the critical review.

Below are the assessment criteria:

1.

Time efficiency
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Measurement: Each of the sets must be within a maximum of 15 minutes duration,
consist of three somatic exercises by theme or by methods.

2. Thematic integrity
Measurement: 100% of the exercises used in the exercise sets must be logically
traceable to the five new thematic categories.

3. Sequencing suitability
Measurement: The sequence of the exercises follows the pattern of Body, then
Breath, then Resonance/Expression. In this regard, the first exercise should be from
the first or second theme, the second exercise can only be from the third theme, and
the third exercise can only be from the fourth or fifth theme.

4. Module 6 readiness

Making sure that the artefacts are ready to be used for further empirical study.

lll. CRITICAL REVIEW

This project’s critical review uses Kolb’s Experiential Learning Cycle (Kolb, 1984) to reflect

the process of developing the artefact. The model includes four parts, as follows:

1. Concrete Experience
As mentioned earlier in the introductory part of this paper, the underlying idea of this
project was stimulated by the researcher’s concrete professional practice experience
as a singing teacher for more than 10 years. Upper-body tension and performance
anxiety have consistently emerged during his students’ class performances and
concerts, especially in his seasonal musical theatre training program, where students
in his vocal classroom only meet him in a group setting once a week, which doesn’t
give him much time and flexibility in helping them with tension and anxiety problems
as much as in his private one-to-one classes. Intending to achieve time efficiency
and ftriple-treat induction, in that musical theatre training programme, he often
collaborates with his teaching fellow from the acting or dance department, creating a
fusion of vocal-acting or vocal-dance warm-ups and exercises to get a
body-mind-voice exercise. However, this preliminary effort lacked a rigorous,
systematic theoretical foundation, and stimulated him to seek a more established,

integrated somatic solution.
Then he came across a few exercises taken from the Linklater and Fitzmaurice voice
works. After taking a class from a visiting Fitzmaurice teacher from the US in Jakarta,

he began to search for more information on a variety of somatic exercises. He chose
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to dig deeper to collect the step-by-step guides from various resources to begin to
understand more deeply about the exercise and find some that he could use for the
curriculum he is currently working on for the next batch of his seasonal musical
theatre training in 2026/2027 AY. This has led him to design and set the direction of
this study to help him learn further about the body-mind-voice connection and its
available, already established methods, to help him address students’ tension issues.
This experience also confirmed that the existing pedagogical status quo was

inadequate and needed a new, theoretically justified artefact.

2. Reflective Observation
The main inconsistency identified during this reflection was the theoretical mismatch
between the problem observed, which is the psychophysical tension linked to
performance anxiety. and the traditional warm-up strategies that are commonly done
in the workplace. The researcher’s existing knowledge and common practice of using
the sports-style stretching method in the warm-ups to handle tension problems would
become theoretically insufficient for the following reason.

a. Traditional sports-style warm-up targets motor skills and technical preparation
but may not be enough to release tension that comes from a sympathetic fight
or flight response in the Autonomic Nervous System (ANS), something that
can be helped with somatic exercise such as tremor work by Fitzmaurice
Voicework (Monti and Bianchi, 2025; Kollwitz, 2017).

b. The standard sports-style physical warm-up rarely offers specific, detailed
mapping of fine motor areas like the jaw, tongue root, and pharynx. The
tension often needs methodologies that are capable of decoupling these
articulators from the generalised tension often held in the neck and shoulders
(the cervical musculature), such as the Feldenkrais Method and the Linklater
(Miley Knipple, 2018)

c. The existing practice usually does not train the students to have a conscious
choice not to interfere with movement (AT’s concept inhibition). This means
that any temporary release achieved through stretching would quickly be

reversed by unconscious misuse (Jones, 1976).

3. Abstract Conceptualisation
While working on this project, the researcher has been learning about the Systematic
Thematic Synthesis and applying it in order to get the 14 sets of exercises. The
researcher also gets a better understanding of the method, as now he reads beyond

the theoretical perspective, but explores more of the step-by-step exercise guide to
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get a better picture of what is being laid out theoretically about each somatic method.
In addition, the researcher also learn many new things and below are some that
became key highlights of his personal learning journey in his professional practice
that make sense the connection of his occupational experiences and their related
theoretical sense.

a. The concept of neuro-vagal release. This is the area of learning that connects
the Fitzmaurice methods with the general ANS theory (Kollwitz, 2017). It
explains how the somatic tremor is necessary and becomes a viable
non-acoustic best practice for regulating the sympathetic nervous system
before vocalisation, as it offers a precise, measurable concept that moves
beyond the notion of “relaxation” (Meier, 2010).

b. The incorporation of the Alexander Technique Inhibition. The researcher
learned that the cognitive skill of choosing not to interfere (inhibition) must
precede any activity movement (Sentianin, 2025). This could help to counter
the habitual “trying hard” that causes tension, which often happens in student
or non/non-professional singers. This concept establishes a new theoretical
prerequisite for the entire warm-up sequence.

c. The integration of Lessac Kinesensic’s Tonal Energy on the exercise sets
gives the required functional transfer that connects the internal anatomical
mapping to external expressive action to ensure that the somatic release

builds up to acoustic vibrancy.

4. Active Experimentation
The methodology used in this project is the Systematic Thematic Synthesis (STS) of
qualitative data, which is the exercises and the theoretical principles. This method is
used in order to ensure the artefact’s foundation was robust, balanced and current
(Thomas and Harden, 2008). The experimental process and plan of action are as
follows.
a. Source selection and inclusion/exclusion criteria
The inclusion criteria involve selecting sources that explicitly detail
step-by-step practical exercises and theoretically link the somatic technique to
voice production, tension release or emotional regulation. Sources that define
the core principles of the five methods being used were prioritised.
The exclusion criteria involve excluding sources that lacked a clear functional
description of the exercise, or if purely philosophical without practical
application and if they are non-voice-related goals.

b. Key search terms and relevance
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(4,769 words)

The key search involved some words such as: Somatic AND Voice,
Performance Anxiety AND Embodied, Lessac Kinesensics Exercises,
Inhibition OR Primary Control Exercises, etc.

Date ranges and currency justification

The primary date range for white literature was 2015-2025. However, some
foundational literature was included to maintain the historical and theoretical
fidelity of the core method, such as Alexander (1932) and Linklater (1976).
Justification of source selection

As the exercises being searched for are all practical, this study can not only
seek in white literature. The inclusion of grey literature such as teaching
manuals, instructor blogs, YouTube channels, etc, is unavoidable, and in fact
is required to balance the philosophical and theoretical nuance of the white

literature.
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COMPONENT TWO:

PROJECT REPORT

l. INTRODUCTION

This project report evaluates the design and theoretical support of a pedagogical artefact
that consists of 14 sets of Embodied Singing Exercises, which was developed in order to
address the psychophysical needs of singing students in Jakarta. The artefact is a synthesis
of five somatic methodologies, which are the Alexander Technique (AT), the Feldenkrais
Method (FM), Fitzmaurice Voicework (FV), the Linklater Voice Method (LV), and Lessac
Kinesensics (LK). This artefact is not just a collection of exercises, but it serves as a
strategic response to address upper body tension and performance anxiety within

time-constrained, group-based environments.

The artefact is relevant within the broader research context as it attempts to bridge the gap
between somatic exercise and the demand in the singing rehearsals. In most Asian
countries and particularly Jakarta, traditional training often prioritises “learning by ear” and
learning from notation, and not much of kinesthetic awareness (Aryandari, 2024; Suzuki
Music Victoria, 2025). When it comes to tension management, it is quite common practice in
Jakarta where teachers use sports-style stretching/warm-ups before singing rehearsals. In
the context of singing practice, this approach is not theoretically sufficient, and may not fully
address to the root cause of the tensions in singing, especially due to the desire to “get it
right” that often leads to the explicit monitoring of performance anxiety (Clethero, 2019;
Monti and Bianchi, 2025). Much literature confirms the benefit of somatic methods to handle
both tensions and explicit monitoring (Mingle, 2018). However, the somatic exercises usually
require full timing on their own, a lengthy sixty to ninety minutes to achieve autonomic
regulation (Nilsson, Laukkanen and Syrja, 2020; Loth and Pensalfini, 2021), which makes it
challenging to be applied in the regular singing exercise, as time needs to also be provided
for other main rehearsal materials. This project tries to provide a solution in bringing some
part of these somatic principles into the regular singing/group rehearsals in a format that is

still beneficial but time-efficient.

This leads to the major challenge in this artefact, which is the conflict between depth and
time efficiency. As the project evolved, the issue became how to deliver the deep somatic
works, which typically require lengthy sessions within a strict 15-minute warm-up window,

needed by the researcher’s professional context. In this regard, this report then evaluates
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whether the artefact would successfully resolve this tension without compromising the

theoretical fidelity of the source methods.

Justification of the study

The theoretical justification for this study is based on the concept of psychophysical unity,
which states that vocal tension is caused simultaneously by physiological and psychological
factors (Celik, 2025; Kang, Scholp and Jiang, 2018). Due to its complexity, this research
uses Robin Nelson’s (2022) approach of “Practice as Research (PaR) framework, which
supports the doing-knowing (embodied knowledge) of the practitioner. This concept, which
consists of Know-That and Know-How, helps to take understanding beyond verbal

explanation.

This project synthesises five different somatic methods, such as AT’s inhibition, Fitzmaurice’s
tremor, Feldenkrais’s differentiation of articulators, Linklater’s skeletal imagery, and Lessac’s
tonal energy. The researcher’s approach to doing this is by using the process of “Systematic
Thematic Synthesis” of the five somatic methodologies (Thomas and Harden, 2008). This
process helps to move the artefact from just a ‘bank of exercises’ to become a fusion model.
This collaborative approach is supported by the findings that single-method pedagogies are
often insufficient in handling multifaceted problems of tensions and Music Performance

Anxieties, such as explicit monitoring (Casanova et al., 2025).

The methodology uses a rigorous curation and sequencing process. The decision to limit
each set to 15 minutes was a necessity in order to have the artefact reach its usability in the
real-world settings (Nelson, 2022). This study justifies the use of somatic tools to shift the
focus from correcting to conditioning, from remediation for pathology (Sielska-Badurek et al.,
2017) to preventive pedagogy for healthy voice users. This report evaluates whether this
condensed format of somatic exercises would successfully reduce tension and explicit

monitoring.

Aims and Objectives

The primary aim of this project report is to evaluate the methodological decisions and
theoretical syntheses that support the creation of the 14-set exercises (artefact). It will try to
find whether the conflict between the somatic depth and pedagogical time efficiency has
been correctly and successfully resolved while making sure that the artefact functions as a

valid research output within the “Practice as Research” framework (Nelson, 2022)
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The objective of this project research is as follows.

1.

To critically analyse the application of Nelson’s (2022) PaR model in validating the
researcher’s embodied knowledge with the academic theory.

To evaluate the sequencing logic being used in the artefact, Body-Breath-Resonance
and the 15-minute compression, maintain the theoretical fidelity of the five somatic
methods.

To propose a more robust framework for future objective empirical evaluation
(Module 6), such as the use of acoustic spectrographic analysis to measure the

efficacy of the somatic intervention.

REVIEW: A CRITICAL EVALUATION OF THE ARTEFACT THROUGH NELSON’S
‘PRACTICE AS RESEARCH’ (PAR) FRAMEWORK

To rigorously evaluate the potential impact and the development of this artefact, this review

uses the “Practice as Research” (PAR) framework, which was established by Robin Nelson

(2022). The review is structured around Nelson’s triangular mode of knowing:

1.

Know That

This is the examination of the “outsider” knowledge, which includes: the theoretical
framework, established best practices, and the methodology that guided the design
of the artefact. This section will dissect the use of “Systematic Thematic Synthesis” to

process the somatic data (exercises).

Know How

This is the critical analysis of the “insider” knowledge, which includes the procedural,
the researcher’s understanding, and the embodied process of curating, sequencing
and refining the collections of exercises. This involves the researcher’s “fingertip

knowledge” who must translate the abstract theory into physical reality.

Know What

This is the evaluation of the factual and conceptual knowledge that became the
foundation of the artefact. It assesses the alignment of this artefact with the project’s
aim and its readiness for empirical testing. This section will look at the artefact itself

(14 sets of exercises as a tangible output of research.
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The selection of Nelson’s PaR framework for this review is needed due to the specific nature
of the somatic inquiry. Unlike historical musicology or acoustic analysis that rely heavily on
objective data, the somatic pedagogy relies primarily on the tacit knowledge, which is the
knowledge that is understood through the body, but is difficult to articulate verbally. Because
of this reason, evaluating somatic interventions needs embodied validation. The pedagogical
effectiveness of a Fitzmaurice tremor or an Alexander’s ‘thought direction’ cannot be
evaluated only based on traditional literature, but the validation of the user or practitioner to

determine if the theory aligns with the reality of the physical practice.

As this project addresses a complex, real-time problem, student anxiety in the specific
high-pressure context of Jakarta, the researcher’s ten years of ‘insider’ professional
experience also serves as a critical data point. Nelson’s framework provides the structure to
treat this embodied professional judgement (Know how) as a valid academic rigor rather

than as a subjective bias (Nelson, 2022).

By using the triangular mode of knowing mentioned above, the review can rigorously
evaluate the artefact not just as a theoretic construct, but as a “doing-knowing” process. It
allows this report to justify the decision making process, such as the compression of lengthy
rehearsal into 15 minute micro-practices sessions, arguing that it is based on the embodied
practice expertise. This ensures that the artefact is evaluated on its ability to abstract
descriptions of the somatic method manuals and the physical reality of the rehearsal

situation in Jakarta.

1.1 Know That: Theoretical Frameworks and Methodological Synthesis

This section examines the theoretical validity and best-practice influences that guided the
synthesis of five distinct somatic methods. It also justifies the methodology used to transform

these different methods into comprehensive pedagogical tools.

The theoretical foundation of the artefact is the synthesis of five major somatic
methodologies. This decision is stimulated by the ‘psychophysical’ nature of the vocal
tension problem, which requires intervention to both skeletal/muscular and neurological
(targeting the ANS/Autonomic Nervous System) (Capalbo, 2024). Vocal production is not
just mechanical work but a complex, multifaceted system of cognitive intent, emotional state,
and physiological readiness (Bryant, 2021; Schubert and Wolfe, 2016). In this regard, a

single-method pedagogy is often insufficient when addressing this multifaceted nature of the
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tensions and performance anxiety (Casanova et al, 2025). However, using a multi-modal
approach, such as combining several somatic methods, poses a risk of incompatibilities, as
different somatic methods may operate based on contradicting principles (Patwardhan,
2016).

Structural Realignment vs. Neuro-vagal release

A primary theoretical contradiction in the artefact is the integration of “control” versus
‘release”. Some of the five somatic methods chosen, which are the Alexander Technique
(AT) and the Feldenkrais Method (FM), use consciousness to inhibit the habitual tension
(Pendenza, 2023; Cacciatore, 2020), and improvement of kinesthetic sensitivity through
differentiation of movements (Feldenkrais, 1990) to correct the misuse. Meanwhile, the other
somatic method chosen, Fitzmaurice Voicework (FV), uses contradicting principles of the
“Destructuring” concept, which is not about cautiously ‘directing’ but more about ‘allowing’
the body to release held energy (Kollwitz, 2017; Morrison et al, 2017). lts ‘tremorwork’
encourages the autonomic nervous system (ANS) to induce involuntary shaking to release
deep-seated tensions (Morrison et al., 2017). The theoretical contradiction is that AT and FM
often view involuntary movement as a loss of ‘conscious control’, while FV views this as a

necessary release that is needed to mitigate tensions.

The researcher identifies this potential conflict and resolves it by putting the related
exercises in a different categorisation and arranging the sequencing principle of the artefact.
The exercises of AT and FM are used in the “Foundation” phase (Theme 1: Skeletal
Support) to establish a stable foundational support/the house/container of the singing
system, while the FV is being put in the “Release” phase (Theme 3: Neuro-Vagal Release) in
order to address the autonomic regulation. The sequencing arrangement is supported by the
literature, where structural alignment is a prerequisite for function (Sielska-Badurek et al,
2017) and for safe emotional and physiological release (Meier, 2010; Payne et al, 2015).
This sequencing arrangement is a solution as it is not a dilution to either method, but works

as a strategic deployment of specific strengths: AT for stability and FV for mobility.

Imagery and Tonal Energy

The inclusion of Lessac Kinesensics and Linklater’s Freeing the Natural Voice brings in the
concept of sensory imagery to the artefact (Nilsson, Laukkanen and Syrja, 2022). Linklater
methodology uses the “bone sounding” and imagery to release the natural voice from
physical and psychological blocks (Loth and Pensalfini, 2021; Weir Ouston, 2021). Lessac
use the concept of “Tonal Energy” to describe the vibratory sensations of the sound waves

(Grama et al., 2024; Tobolski and Kinghorn, 2017). Although both share the same principle
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of using sensory imagery, their approach is different, where Linklater uses vibration to
identify and release the physical and psychological blocks (Nilsson, Laukkanen and Syrj3,
2022), while Lessac's method is more directive and uses the vibration (tonal energy) as a

step to develop and strengthen vocal quality (Carter and White, 2019; Munro et al., 2017).

Despite the difference, both methods shared the same emphasis on using proprioception
(felt sensation) to help shift singers' attention away from self-criticism from acoustic
feedbacks and overly-micro-manage the source mechanism (larynx operations) or
“overthinking the technique”, and bring the focus more into sensory outcomes (such as felt
vibrations in the mask), in order to reduce performance anxiety (Weir Ouston, 2021; Payne,
Levine and Crane-Godreau, 2015). The artefact’'s theoretical model uses resonance focus
exercises not just as a vocal exercise, but also to redirect cognitive load away from
self-judgement. By focusing on the vibrations, the singer would shift away from the critical

mind that judges tone quality and techniques being applied internally.

This approach is aligned with the theory of attention focus (external focus) in the study of
motor learning (Wulf, 2013), which encourages directing attention to sensory outcomes
(external sensation, such as vibrations in the mask bone, outside of the main
mechanics/larynx) and kinesthetic experience rather than muscular manipulation (internal
focus, such as manipulating the larynx) to promote automaticity, efficiency and optimal skill
acquisition (Wulf, 2013). This creates a "Know That" framework where resonance is taught
as a tactile experience, such as sensory outcomes of vibration in the bones (Theme 4: Tonal

Energy) rather than an abstract acoustic goal.

The Systematic Thematic Synthesis

As this project collects practical exercises from five different somatic methods, in which it
poses the risk of theoretical incompatibility, a reliable, established method is needed to
ensure that processing the data is more than a “mix-and-match” approach. Synthesising
them using the Systematic Thematic Synthesis (Thomas and Harden, 2008) brings these 65
exercises from the risk of becoming a “messy mix”, due to their opposing philosophies, into a
theoretically grounded system. By coding them based on their physiological function, (such
as ‘Does this release the jaw?’) instead of their theoretical origin (such as ‘Is this
Feldenkrais?’) the methodology makes the integration of what-seemingly-contradictory-
practices becomes possible. The STS ensures that the final artefact is a cohesive

progression where ‘inhibition’ supports ‘release’ rather than fighting it.
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In addition, this methodology justifies the pedagogical compression needed. The STS extract
the functional purpose of each exercise, such focusing on Neuro-Vagal-Release, more than
just general relaxation. This validates the creation of micro-practices, as it provides the
theoretical confidence that a 5 minutes exercise could give the benefit of the original method,
given that it is being sequenced correctly according to the identified themes. The STS then
functioned not just as a sorting tool, but the architectural logic that formally justifies the

fusion of these five different methods.

The sequencing “Body-Breathe-Resonance” of the artefact reflects the best practice in vocal
science. The vocal function where postural alignment would affect breath capacity and
breath capacity affecting the efficiency of phonation is supported by literature. When the
body is not aligned, the breath would be compromised, and thus the larynx must overwork to
produce the sound (hyperfunction) (Zhang, 2016; Zhang, 2023). By coding the exercises,
which result in this thematic pathway, the artefact can apply this best practice workflow and
train the student not to make sound before the instrument is ready. This shows how

theoretical knowledge is being applied to practical application.

Micro-Practice approach

The decision to compress the common 60 to 90-minute somatic sessions into a compressed
version of 15 minutes has been taken to raise the adaptability of these exercises in the
regular rehearsal routines, which typically only allocate around 30 minutes for the whole
warm-up or vocal building before having to move to the main rehearsal materials. This
decision comes with a risk of having the exercise suspected as ineffective/only touching the
surface of the problem. However, the Know That analysis draws on emerging research into
micro-practices and habit formation. A recent research by Mikhailova (2025), who studied
applying neuroyoga to children for optimising responses to academic load and preserving
their psychophysiological health, suggests that “the most effective format for integration is
considered to be a modular session format--brief 10-15 minute practice embedded into the
school day”. Another study by Reyes Chacén et al. (2022) on wellness intervention for busy
healthcare professionals also suggests micro-practice with micro-movements as a
successful tool to improve different aspects of their health. In addition, another study by
Neufeld (2024) supports the idea of translating complex somatic methods into brief, regular,
body-focused practices that are embedded into regular daily life, which is aligned with the
artefact’s nature of “frequency over duration”. By integrating these exercises into regular
pre-rehearsal routines, the artefact aims to re-educate the nervous system over time, to

make sure the effect from the somatic exercise becomes habitual.
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Conditioning vs Correction

In Jakarta as well as may parts of the world, a standard vocal pedagogy often focuses on
correcting the student's misuse. An example includes fixing a “break” in the voice or fixing a
breathing issue. With its concept of "frequency over duration” the artefact shifts the focus of
correcting into conditioning. This concept aligns with the idea of “vocal athlete”, which has
the goal to maintain optimal function of the vocal instrument and prevent injury through
regular, targeted maintenance. The use of somatic exercises that have a conditioning nature
as a warm-up changes the pedagogical frame and takes away the stress from the feeling of

being a broken instrument that must be fixed.

Il. 2. Know How: Procedural Knowledge and Embodied Design

This section will critically evaluate the researcher’s knowledge that led to his decision on
curation, sequencing and refinement of the artefact. As the study explores the actual
practicality of the five well-known somatic methods and their feasibility to address the
problem, the researcher observes the actual step-by-step exercises of all of these five
methods. The researcher searches and collects the exercises from a combination of white
literature and grey literature, such as blogs and exercise guide videos on YouTube, showing
practical exercises of the somatic methods being studied. These sources were chosen due

to the non-existence of regular classes of those five somatic methods in Jakarta.

Apart from the literature, the exercises have been examined and coded based on the
researcher' professional judgement as a 10++ years singer and teacher in Jakarta. The
decision to narrow down the 65 exercises to 14 sets of a total of 42 exercises in the artefact
was made because there were only 14 exercises that could be used for the Breath/release
part of the set (the second exercise, which is from theme 3). Exercise #43-65, however, are
being kept in the appendix as a spare for optional variations or replacement to make this
artefact customizable. Based on the researcher’s teaching experience, it is always good to
have customisation to anticipate a wide variety of students’ cases. The decision of using an
exercise as “Core” instead of “Spare” was based on embodied pedagogical judgement, to
prioritise efficiency by ensuring that selected exercises address specifically psychophysical

roots of tension, combined with the researcher's practical knowledge in his practice.

The sequencing of Body first, then Breath/Release, then Resonance/Expression is a basic,
logical practical day-to-day sequence for the researcher: to have the voice pleasant/resonate
well, the air flow needs to be undisturbed (by unnecessary disturbance/tensions), to have

them undisturbed, the system need to works well (release) and tho make systems works
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well, the infrastructure (the body) need to support well and not being ‘in the way’. This
researcher’s basic logic is also justified by several pedagogy studies. Studies by
Heinrich-Clauer (2016) and Winnie (2014) directly support this sequence by suggesting the
above warm up sequence in their research report. Another study by Loth & Pensalfini (2021)
also supports this sequence. Their study, which is based on the Linklater voice training
method, suggests this sequence of physical awareness/body, then breath awareness and
release, and then combined with the strength and flexibility that come from allowing the
voice full access to the resonant cavities and bones in the upper body. Starting with the body
is considered necessary to address the gross motor tension singers carry from daily life

(especially with amateur singers) before sensitive breathwork begins (Willis et al 2019).

One of the most significant challenges in employing somatic exercises in regular
choir/group/private singing lessons is the pedagogical efficiency. Somatic exercises such as
the five methods included in this research tend to have lengthy sessions of around 60 to 90
minutes. Making them fit into regular warm-ups requires hand-picked exercises or principles
that can be time-efficient, such as around 5 minutes per exercise with a total set of around
15 minutes, so rehearsal leaders can continue with other materials as well. Hand-picking the
exercises requires a researcher’s practical experience in designing and applying
rehearsal/lesson plans. Supported by the concept of micro-practices, the researcher

prioritises awareness or quality of the movements over how long they are done.

1. 3. Know What: Critical Examination of the Artefact

Bridging the Know-that and Know-how, this section evaluates the tangible output of this
project, which is the 14 set exercises, on what knowledge we can learn, and also on how

they can meet the assessment criteria mentioned in the project plan.

The systematic synthesis of five somatic methods that resulted in the five thematic
categories not only serves the labelling function, but also re-educates singers’ understanding
of their instrument and their concept of singing technique. Theme 1 validates the importance
of alignment and aims for passive skeletal function instead of muscular gripping. Theme 3
provides the shift from air pressure management to nervous system regulation. It also
validates the use of tremor as singing-related exercise (not just in acting classes) to target
the autonomic regulations. This also gives the potential collaborative cross-subject set-up
when dealing with triple-treat oriented group situations. Themes 4 and 5 bridge the acoustic
theoretical concept into a concrete physical feel. It shifts the focus from subjective

hearing-based to a more exact approach of physiologically felt sensation (vibrational
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sensation in the bones). The colour-coding of each exercise in the artefact provides the
theoretical origin despite the mixing of the set. This would also ease customisation by the
user, avoiding unintentional erasing of the original theoretical context. This customisation is
also one of the strengths of the artefact, shifting from the common “rigid” method to a more

dynamic system.

As the artefact follows the “Body-Breath-Resonance” structure, the study finds that there is
only one theme (theme 3) that can fit in the second step (breath), while two themes can fit
into step one (body) and the other two in step 3 (tonal energy/resonance). This situation has
given new insight that somatic exercises offer fewer distinct entry points for autonomic
regulation compared to structural alignment. This has made exercises involving neuro-vagal
release (theme 3) become the anchor of the artefact, and that only 14 sets can be produced
due to the limited availability of this type of exercise found by the researcher from the five
somatic methods studied. This finding also shows that this artefact is more than just a simple
list of exercises, but a rigorously curated one with potential customisation due to practical or

physical limitations, by providing a spare list.

The project's aim is to create a solution that can address students’ tension problems and is
applicable in the regular rehearsal’'s warm-up sessions. This aim requires that the solution
fits a timeframe that is doable for common rehearsals, where lengthy full somatic sessions
are not feasible, given that there are other rehearsal materials that need to be prioritised.
The artefact successfully satisfies this need through its modular design and micro-practices
approach. The researcher has been designing the artefact to only need 15 minutes to
complete, which answers this efficiency criterion. In addition, its modular design and the
inclusion of a “spare pool” give the flexibility and practicality for users to modify, customise
and adapt the session without breaking the time limit. This confirms that the artefact is not
just a theoretical concept but it is a usable tool that favours the reality of the rehearsal

context and is supported by recent research.

The artefact not only serves as a collection of exercises, but also as a data-collection system
that can be used as one of the research instruments for further empirical study (Module 6).
This artefact can be supplemented with self-regulation logs to record the user’s tension
before and after the exercise, to self-measure their felt psychophysical tension. Similar logs
can also be provided from the teachers’ or researcher’s point of view, on measuring the
students' visible tensions prior to and after the use of the set of exercises for a certain period
of time. This makes the artefact feasible to be used as a collaborative tool for possible

further quantitative and qualitative data gathering on future studies.
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lll. REFLECTIVE CONCLUSION

This project addresses persistent problems in the researcher’s professional practice, which
are the psychophysical tension and the performance anxiety among singing students in
Jakarta. Due to the students' and teachers' time constraints, lengthy, complete somatic
works would not be ideal, as both students and teachers need to prioritise other primary
training materials. This project offers a solution through the creation of a 14-set Embodied
Signing Curriculum that came from synthesising five distinct methodologies, which are
Alexander Techniques, Feldenkrais Method, Fitzmaurice Voiceworks, Linklater Voice Work,
and Lessac Kinesensic. Each set takes only 15 minutes to complete and provides
alternatives to the common pre-rehearsal ‘generic stretching’, and is suitable to be followed
by SOVTs or vocalisation. These somatic micro-practices provide a practical solution to

address the tension problem while keeping theoretical fidelity.

Some pedagogical insights emerged from this project. They are:

1. The notion of "methodological purist” (being strict to only certain somatic methods,
such as only the Alexander Technique or only the Linklater) is no longer necessary,
as a function-based combination is feasibly beneficial.

2. Exercises which have opposite principles, such as Alexander Technique “Inhibition”
vs Fitzmaurice “Tremor”, are compatible to be used together under the right
sequence, such as the Body-Breath-Resonance sequence applied in this project.

3. There are limited exercises on neuro-vagal release compared to the ones with
skeletal/alignment purposes. This has made those exercises become the main pillar
of the artefact.

To conclude, this project brings the shifts from an unsystematic “sports-style”

physical-targeted-only warm-up to the “psychophysical conditioning”.

Despite the positive insights brought by this project, there are some limitations to the
project's current stage. First of all, the artefact currently exists only as a theoretical
proposition and hasn't been tested on living subjects. Although the exercises are based on
established literature, the sequence has not yet been empirically tested. Although a
step-by-step guide is provided, a qualified instructor is essential to prevent the practice from
degenerating into superficial callisthenics, a situation where the form/shape of the exercise is

being performed without the necessary quality of attention.
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These limitations then provide a roadmap to the future research (Module 6), where the focus
will shift from ‘Artefact Creation’ into the ‘Empirical Evaluation’. Realising that somatic works
have strong subjective research data potential, and also the researcher’s limited access to
bio-acoustic measurement equipment/machines, the subsequent research will prioritise
phenomenological data, such as the student’s experience of practising the exercises of the
artefact. The researcher will employ a mixed-methods approach by using reflective
self-regulation logs and psychometric questionnaires to measure changes in perceived vocal
accuracy and comfort. This upcoming research will study whether the artefacts lead to a

quantifiable reduction in self-reported tension.

As a final conclusion, this project challenges the definition of vocal success. It proposes that
a healthy singer is not merely one who can hit high notes, but one who possesses a
regulated nervous system. By including these somatic micro-practices into regular rehearsal
rituals, the psychophysical unity of the performer will be cultivated. The upcoming research
(Module 6) will rigorously test this proposition, transforming the project from a phase of

subjective design to one of empirical validation, ready for professional implementation.

(4,509 words)
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APPENDIX

The 14-Set Embodied
Singing Exercises

A PSYCHOPHYSICAL APPROACH TO
MITIGATE SINGER'S TENSIONS

DANI DUMADI




Estimated
Time

Exercise Method ‘Step-by-Step Description

Stand facing a wall, placed about a foot away. Place your
palms flat on the wall at shoulder height. Think the
Hands-on-Wall Alexander primary directions, allowing the head to move away from

: the tailbone. Gently lean forward to place weight into your .
1.1 GOl osuie (Skeletal Technique hands. Allow the back to lengthen and widen, specifically Gl

-OmgJineming), () emphasizing the thought that your back is supporting the
action, not your shoulders or neck. Step away and notice
the change in your upright state (Gelb, 1994).
Imagine smelling a uniquely beautiful and pleasurable
flower. Allow the breath to come in spontaneously and
3. Effortless Breath The 'Smelling the Lessac deeply (without muscular force) through the nose,
1.2 and Neuro-Vagal . 9 Kinesensics [following the natural, gentle expansion of the lower rib 4 min
Flower' Breath : . "
Release (LK) cage and abdominal wall. Exhale with a "pleasurable

sigh." This connects the breath to instinctive, emotional
impulse (Adetola, n.d.).

Gently sniff the air up one nostril (plugging the other).
Sinus/Nasal Linklater Release the air on an 'ffff' sound. Then, alternate nostrils,
4. Resonant/Tonal : . progressing to humming on the 'Mee' and 'May' syllables,
1.3 Resonance (Sniff |Voice Method |, ~%. . )
Energy and Hum) (LM) pinging the sound into the bridge of the nose and
cheekbones to awaken the sinus resonators (Scribd,
2024).

4 min




Exercise

Method

Estimated
Time

2.1

1. Skeletal/Posture

The Pelvic Clock

Feldenkrais
Method (FM)

‘Step-by-Step Description

Lie on your back with knees bent and feet flat on the floor.
Imagine a clock face painted on your abdomen. Gently
and slowly rock your pelvis so that the pubic bone points
toward 12 o'clock (flattening the lower back slightly) and
then slowly rock back to point toward 6 o'clock (arching
the lower back slightly). Explore the movement between
these two points, and then slowly explore the full circle of
the clock face, noticing how the movement transmits to
the spine and ribs (Movement Mentor, 2025).

5 min

2.2

3. Effortless Breath
and Neuro-Vagal
Release

The Supine Arch
(Initial
Destructuring)

Fitzmaurice
Voicework
(FV)

Lie on your back. Place your feet and hands flat on the
floor, close to your body. Gently lift the pelvis and lower
spine just a few inches off the floor (a small arch). Hold
this posture and breathe deeply. The initial arch
stimulates the breath, and the goal is to allow any
spontaneous breath pattern or tremor to begin, releasing
muscular holding (Fitzmaurice Institute, n.d.).

4 min

23

5. Integration Action
with Expression

Applied Inhibition
in Performance
(Distraction Game)

Alexander
Technique
(AT)

Practice singing a repertoire piece while a distraction
occurs (e.g., a hand clap, a peer walking past). When the
distraction occurs (the Stimulus), consciously and
mentally say "Stop" (Inhibition). Immediately follow with
the Direction: "Head forward and up, back lengthening."
Continue singing without allowing the distraction to induce
physical tension or habitual collapse (Sentianin, 2025).

4 min




Exercise

Method

Estimated
Time

‘Step-by-Step Description

Stand in a relaxed, easy stance. Systematically and
slowly name the bones, moving down from the cranium,

Naming the Linklater through the spine (vertebrae by vertebra), to the ribs,
3.1 1. Skeletal/Posture Bones/Skeletal Voice Method |pelvis, and limbs. The purpose is to re-establish the body 5 min
Awareness (LM) map as a skeletal, rather than muscular, structure,
allowing the muscles to support (rather than hold) the
voice (Glengrove Studio, 2021; Linklater, 1976).
Stand or sit easily. Before speaking, consciously release
the neck and jaw. Gently exhale the air with a sustained
3. Effortless Breath WAL Alexander whispered sound of the vowel /a/ (as in "father"). The aim
The 'Whispered . : : . . .
3.2 and Neuro-Vagal AR’ Procedure Technique is to achieve a quiet, steady, and elongated exhalation 4 min
Release (AT) without collapsing the chest or gripping the abdominal
muscles. The quality of the whisper should be free and
easy, not forced (Dimon, 2015).
Focus on "tappable" consonants like B, P, D, T, G, and K.
_ . Consonant NRG | Lessac Say a phrase_ using these soundﬁ, emprlasmng the
5. Integration Action . . . physical precision and muscular "punch" of the .
3.3 . . (Tapping Kinesensics . ; o X ) 4 min
with Expression articulation. This is Lessac's way of developing Structural
Consonants) (LK)

Energy (muscular agility) without tightening the throat
(Visions in Voice, n.d.).




Exercise

Method

Estimated
Time

Set ‘Theme

4.1

2. Fine Motor
Articulation

Turning the Head
with Ease
(Seated)

Feldenkrais
Method (FM)

‘Step-by-Step Description

Sit toward the front edge of a firm chair. Slowly turn your
head to look over your right shoulder. Note the effort and
range. Return to center. Now, repeat the movement, but
this time, allow your eyes to initiate the turn, followed by
your nose, and then the rest of your head and neck.
Observe if the second movement is smoother, easier, or
extends your range, linking eye movement to neck
freedom (IEDTA, n.d.).

4 min

4.2

3. Effortless Breath
and Neuro-Vagal
Release

Inhibition of
Laryngeal Lift (The
Mindful Inhale)

Alexander
Technique
(AT)

Lie in Semi-Supine or stand easily. Focus on inhaling for a
singing phrase. As you inhale, consciously Inhibit the
reflex to slightly lift the larynx (a common, unconscious
habit). Think the Direction "Neck free, larynx resting." The
goal is to allow the breath to enter the torso without
disrupting the freedom of the vocal mechanism, which
improves the onset of sound (Vocal Motion, 2018).

4 min

4.3

4. Resonant/Tonal
Energy

Toning on the
Tremor

Fitzmaurice
Voicework
(FV)

Perform a posture that naturally induces a tremor (e.g.,
Dying Roach or Roll Down). While shaking, gradually
introduce a sustained vocalization on an open vowel (like
'ah’ or 'oh’). Allow the sound to ride the vibrations. This
integrates the released energy of the tremor directly into
vocal resonance and power (Voice Study Centre, 2021).

5 min




Estimated
Time

Set ‘Theme Exercise Method ‘Step-by-Step Description

Stand with feet shoulder-width apart. Think the direction
for the neck to release and the head to move slightly
Alexander forward and up. Gently initiate a small, slow nodding or
51 2. Fine Motor Neck Release and Technique rotation of the head on the very top of the spine, as if the 3 min
- Articulation Head Floating q head is floating on a soft cushion. The intention is to
(AT) .
remove all muscling from the neck so that the balance of

the head is achieved passively by the spine (Singwell,
2024).

Lie on your back. Lift both arms and legs into the air (like

. : an insect). Let the limbs hang loosely and begin a gentle,

5.2 ;Eflf\lo;ﬂ?;sv:rz?th Dying Roach’ \':/gizcrzsvlg:ﬁe self-initiated tremor or shake in the extremities. Maintain 4 min

- Release 9 Tremor Dynamics (FV) soft, easy breathing and allow the tremor to pass through
the torso and jaw. This reflexive shaking releases held

energy and deeply ingrained tensions (Melton, 2017).

Use simple open sounds to explore vibration in the
Channel Linklater resonance cavities: Chest ("Haa" with head tilted back);
4. Resonant/Tonal . Teeth/Mask ("Hee" with head tipped forward);

5.3 Resonators Voice Method " . .
Energy Mouth/Throat ("Huh" with head up). Glide between these
(HAA/HEE/HEY) |(LM) " ; ) .
positions on pitch, awakening the physical awareness of
the resonators (DePaul University, n.d.; YouTube, 2022).

5 min




Exercise

Method

Estimated

Set ‘Theme

‘Step-by-Step Description

Time
Place your tongue behind your bottom teeth. Exaggerate
The Horizontal Linklater the feeling of a wide, silent horizontal yawn that stretches
2. Fine Motor . the cheeks and lifts the soft palate high (the "cathedral” .
6.1 : : Yawn (Soft Palate |Voice Method ) , 3 min
Articulation Release) (LM) space). The wide horizontal stretch prevents the palate
from moving backward and constricting the throat (Prezi,
2020).
Stand or sit. Focus on the sensation of air leaving the
body (out-breath) through a quiet sound like a soft /shhh/.
3. Effortless Breath Conscious Rib Alexander As the r|bs move in for the out-breath, d|r§ct your thought
: . to the ribs moving up and out—the opposite of .
6.2 and Neuro-Vagal Cage Expansion |Technique g . . 4 min
. collapse—on the in-breath. This re-educates the habitual
Release (Breathing Focus) |(AT) . . . "
collapse of the torso, allowing the ribs to "spring open
automatically for full, reflexive breathing without effort
(Briceland Studio, 2016).
. After Destructuring, allow a felt emotional impulse (joy,
The 'Tuning . : . .
. . . Fitzmaurice |curiosity, anger) to spontaneously dictate the breath and
5. Integration Action Exercise . . . . .
6.3 . . . Voicework sound, using a simple word or phrase. This ensures the 5 min
with Expression (Emotional . . , )
Resonance) (FV) voice authentically reflects the speaker's emotional state
via the ANS (Fitzmaurice Institute, n.d.).




Exercise

Method

Estimated

Set ‘Theme

‘Step-by-Step Description

Time
Cardinal Lie on your back. Slowly explore the four cardinal
71 Movements of the |Feldenkrais |movements of the jaw: open/close, forward/back, and P
- Articulation Jaw (Articulation |Method (FM) |side-to-side, integrating them with subtle head/neck
Focus) movements (Feldenkrais Resources, n.d.).
Induce a deep, easy, and relaxed yawn, allowing the
larynx to drop, the tongue to flatten, and the pharynx to
3. Effortless Breath . Lessac widen. As the yawn reaches its peak, exhale gently on an
The Yawn-Sigh : . . ; 0w " o .
7.2 and Neuro-Vagal Technique Kinesensics |open-voiced sigh (like "haaa"), maintaining the open 4 min
Release q (LK) feeling in the throat. This releases laryngeal tension and
facilitates an easy onset for singing (The Therapy Grove,
2025).
Place one hand lightly on your upper chest (below the
Linklater collar bone) and the other on the back of your head
4. Resonant/Tonal The 'Hand Trap' . (below the skull). Hum the 'ng' sound and direct the sound .
7.3 Voice Method | . Yy = . 5 min
Energy Resonance Focus (LM) into your hands, feeling the vibration on both palms. This
is a mental focus to encourage the sound to remain full
and vibrating within the torso and skull (Singwell, 2024).




Exercise

Method

Estimated
Time

Head to Heels'

‘Step-by-Step Description

Lie on your back. Initiate a movement where you very
slightly press your heels into the floor and allow that

8.1 1. Skeletal/Posture (Spinal FEIREIL G minimal effort to gently roll the pelvis/spine up toward the 5 min
: Method (FM) . ; . :
Integration) head, mapping a continuous, integrated line of support
(Feldenkrais Project, n.d.).
Place a hand on the lower ribs. Take a short, easy 'sniff' of
The breath through the nose, observing the involuntary
3. Effortless Breath Diaphragmatic Linklater movement of the lower ribs outward. Exhale gently on a
8.2 and Neuro-Vagal phragmm Voice Method |light 'shhh' sound. Repeat the sniff and release, 4 min
Impulse/Rib ) . . )
Release Breathin (LM) encouraging the rib cage to remain elastic and free for the
9 next spontaneous breath, rather than being "held"
(DePaul University, n.d.).
From a static standing position, think the primary
directions. Begin to walk, focusing on allowing the back
_ . Integrated Walking | Alexander Ieg to swing forward from the hip (Prlnqple 2) rather t_han
5. Integration Action : being pulled by the front foot. Emphasize that the entire .
8.3 . ; for Stage Technique . ) . c 4 min
with Expression Presence (AT) head and body unit should tilt forward slightly to initiate

movement (Principle 3) before the leg moves, promoting
continuous, effortless, and integrated movement
(Alexander Technique Bristol, 2021).




Estimated
Time

Set ‘Theme Exercise Method ‘Step-by-Step Description

Start with a skeletal awareness check. Allow the head to
slowly drop forward (chin towards chest) as if it weighs

: Linklater 100 pounds. Then, slowly roll the head from the bottom
2. Fine Motor Release of the . . . .
9.1 : . Voice Method |center, up the right side, through the back, down the left 4 min
Articulation Neck/Head Rolls : .
(LM) side, and back to center. The movement must be passive

and heavy, removing muscular control from the neck to
break the habit of tension (DePaul University, n.d.).

Lie on your back. Without moving your head, slowly move
your eyes to look towards the tip of your nose
(converging), and then slowly move your eyes as far apart

S, Hifoliloss [ElreEin Converging and Feldenkrais [as possible (diverging). The lesson should be done with

9.2 lilef ) Gl Diverging the Eyes [Method (FM) |minimal effort, noticing any corresponding tension in the Sluly
Release ; . . >
neck, jaw, or forehead. This relieves tension in the ocular
muscles, which are directly related to the deep neck
flexors (IEDTA, n.d.).
Vocalize short, detached staccato sounds on a nasal
. syllable (e.g., 'Mee!" or 'Noo!'"), focusing on the breath
Sustained Lessac ; ; . .
4. Resonant/Tonal . : impulse coming from the diaphragm and the buzzing .
9.3 Staccato on a Kinesensics o . . . 4 min
Energy Buzz (LK) remaining sharp and forward. This exercise coordinates

the energized breath with vocal fold closure and forward
resonance (YouTube, 2022).




Estimated
Time

Exercise Method ‘Step-by-Step Description

Stand, focusing on the movement of the spine. On an
exhale, drop the head and slowly roll the torso down
Linklater towards the floor, allowing the spine to stretch and

. . Skeletal/Posture oice Method |lengthen one vertebra at a time (like peeling tape off a min
10.1 1. Skeletal/Post Z:ggfc')”e Stretch |y ice Method |length rtebra at a time (like peeling tape off 4 mi
P (LM) wall). As you return to standing, focus on the head
floating up as the spine restacks, establishing a free, fluid
spinal support (YouTube, 2023).
Lie on your side with one arm overhead, supporting the
3. Effortless Breath The Side Arch Fitzmaurice head. Prop the upper body up onto the forearm. In this
) . . lateral stretch, gently allow the rib cage to yield toward the :
10.2 and Neuro-Vagal (Rib Cage Voicework ; 4 min
Release Release) (FV) floor and the nervous system to let go. This posture

targets holding patterns in the intercostal muscles, which
restrict full rib movement (Fitzmaurice Institute, n.d.).

Foot-Tongue Lie on your back. Slowly roll one knee gently

> Fine Motor Relationshi Feldenkrais inward/outward. Continue the movement while also very
10.3 Articulation S P Method (FM) slightly moving the tip of your tongue against the roof of 4 min
Maobin y) your mouth, mapping the connection between the
ppINg extremities and the articulators (Soloway, 2025).




Exercise

Method

Estimated
Time

Set ‘Theme

1.1

2. Fine Motor
Articulation

The 'Soft' Mouth
and Jaw Drop

Fitzmaurice
Voicework
(FV)

‘Step-by-Step Description

While lying down or standing, allow the lower jaw to drop
entirely by the force of gravity, without muscular effort.
Focus on the sensation of the tongue also softening and
sinking to the floor of the mouth. This simple act reveals
the degree of unconscious chronic jaw-holding that
restricts vocal quality (Voice Coach LA, 2012).

3 min

11.2

3. Effortless Breath
and Neuro-Vagal
Release

See-Saw
Breathing

Feldenkrais
Method (FM)

Sit comfortably on a firm surface with the spine free.
Place one hand on the chest and the other on the
abdomen. Observe your natural breathing pattern without
trying to change it. Then, explore a movement where the
chest exaggerates its lift while the abdomen stays
relatively still (high breathing), followed by breathing
where the abdomen exaggerates its movement while the
chest stays still (low breathing). The lesson then guides
the student back to a spontaneous, effortless breath
(IEDTA, n.d.).

4 min

11.3

5. Integration Action
with Expression

Tonal Energy and
Emotional
Connection

Lessac
Kinesensics
(LK)

Speak or chant text with various Tonal Energies (Intimate,
Social, Heightened, Extravagant), manipulating the
degree of yawn space in the mouth and the body's
physical energy. This practice instantly accesses emotion
for the stage through physical choices and breath (Visions
in Voice, n.d.; YouTube, 2025).

5 min




Exercise

Method

Estimated
Time

The 'Monkey'

‘Step-by-Step Description

Stand feet hip-width apart. Gently bend the knees and
fold at the hip joints (as if you are about to sit, or a
fisherman leaning over a pier). The spine and head must

i i Alexander . -
(1 Skeletal/Posture | Position (Position : remain long, continuing the Head Forward and Up .
12.1 1o S HaSiIe of Mechanical ;I'X_cr:;mlque direction. Hold this position, focusing on the balanced pull G T
Advantage) (antagonistic pulls) between the head/torso and the
pelvis/legs. This position releases the back muscles that
often tense up in singers (Ribeaux, 2025; King, 2018).
Visualize a strong sense of pleasurable relief (physical or
3 Effortless Breath _ Linklater emohonal). Allow this |mpul§e to feed fgur !arge, open
The Huge Sigh of . sighs, one after the other, without pausing in between. .
12.2 and Neuro-Vagal . Voice Method |3.; i . - ; 4 min
Release Relief (LM) Picture the breath filling your body like water filling a jug
from the bottom up, and the outgoing breath falling out
suddenly and completely (Linklater, 1976).
Hum on the 'ng’ sound (as in "sing") and feel the vibration
The ‘Ng' Hum and |Lessac primarily in the nasal cavity. Maintain this buzz, then
4. Resonant/Tonal . : slowly open to vowels and simple syllables like 'Ng-ah' or .
12.3 Open-Mouth Kinesensics |, , . 4 min
Energy Phrases (LK) Ng-oh'. The nasal consonant acts as a conduit to

reinforce the forward-focused resonance as the mouth
opens (Better Speech, 2024).




Estimated
Time

Exercise Method ‘Step-by-Step Description

Lie on your stomach, with hands stacked under your
forehead. Gently lift your head a tiny amount, using the
Lengthening the arm stack for support. Now, slowly and gently lift one arm

— Feldenkrais |and the opposite leg just an inch off the floor, lengthening .
13.1 iRSkelateliRosiiie Sicmeer (O i Method (FM) [them away from each other. The focus is not on height, Sluly

Bzl but on the elongation of the extensor chain (the "arching"
muscles), improving overall spinal support for breath and
voice (Feldynotebook, n.d.).
Lie on your back with knees bent. Gently place fingertips
Restructuring: on the low abdomen. As you exhale slowly, perform a
3. Effortless Breath Transversus ' Fitzmaurice |[minimal cough or a gentle 'shhh' sound and feel the
13.2 and Neuro-Vagal Abdominis Voicework transversus abdominis muscle engage inward. This 4 min
Release Engagement (FV) isolates the core muscle responsible for subtle, efficient

vocal support, differentiating it from the superficial
abdominal muscles (Kotzubei, 2022).

Progress to using tongue twisters and short phrases (like

. . . . Linklater "Lily Langry lay on the lawn") with deliberate, energetic
5. Integration Action Articulation & . . . . . . . .
13.3 . . . Voice Method | articulation, ensuring the tongue and lips remain agile and 5 min
with Expression Tongue Twisters ; ; .
(LM) free from tension established by the previous releases.

This applies the freed voice to text (YouTube, 2024).




Estimated
Time

Exercise Method ‘Step-by-Step Description

Lie on the floor with knees bent, feet flat, and a small
stack of paperback books supporting the base of the skull
Semi-Supine with |Alexander (gnsu_re the" neck is free). Consciously think the primary
14.1 ‘Directions' (Active | Technique directions: "Let my neck be free, so that my head can go ) 4 min
Rest) (AT) forward_ and up, so that my back can lengthen "and wusl.en.

Hold this position and continue sending these "orders" for
10—-15 minutes, allowing yourself to notice and inhibit any
muscular tension (Carrington, 1994).

Lie on your back with knees bent and feet standing.
Gently hug your knees towards your chest. Begin a very
small, slow, rhythmic rocking movement side-to-side,

3. Effortless Breath Rocking to Free Feldenkrais allowing your spine to massage the floor. Gradually, let
14.2 and Neuro-Vagal the Chest and Method (FM) the movement travel up through the ribs and chest, 4 min
Release Shoulders noticing how the shoulder blades make contact with the
floor. This rocking is designed to be calming, reducing
anxiety, and improving postural organization (Feldenkrais
Access, 2024).

Gently set the jaw in a slight yawn space (open throat).
Begin humming on a "Y" (like the yee in "yes") and glide

4. Resonant/Tonal The 'Y-Buzz' for Lessac the pitch up and down. Focus on feeling an intense,
14.3 E.ner Forward Kinesensics |tickling, or buzzing sensation behind the two front teeth, in 5 min
gy Resonance (LK) the nose bridge, and in the facial bones. This establishes

the forward, ringing placement known as structure-tone
(Humphrey, 2024; Lessac-Madsen, n.d.).




Exercise

Method

Estimated

Time

1. Skeletal/Posture

Spare 1

Shoulder Swing
and Arm Stretch

Linklater
Voice Method
(LM)

‘Step-by-Step Description

Stand loosely. Clasp your hands and extend them over
your head. Gently lean to one side to feel a slight stretch
in the side of your ribs. Exhale to deepen the stretch.
Then, stretch the middle of your tongue out of your mouth
while gently swaying the torso side-to-side to connect the
stretch to the diaphragm (UNTServices, n.d.).

4 min

2. Fine Motor
Articulation

The Soft
Tongue/Ng
Exploration

Feldenkrais
Method (FM)

Lie on your back. Protrude the tongue slightly and gently
bite down on it, keeping the rest of the body relaxed.
Attempt to make a quiet /n/ (as in "sing") sound in the
back of the mouth, then imagine a pure /a/ vowel opening
in that space. Reduce the effort until the action becomes
a curious sensation, rather than a hard physical task,
freeing the tongue root (Davis, 2020).

4 min

Spare 3 2. Fine Motor
P Articulation

Connecting the
Tongue and Spine

Feldenkrais
Method (FM)

Lie on your back. Open your mouth slightly and allow your
tongue to be wide and soft. Very slowly, move the tip of
your tongue forward over your lower lip, and then slowly
draw it back in. Now, continue the tongue movement, but
each time the tongue moves out, allow your eyes to drift
upward and your head to tilt back slightly. When the
tongue moves in, allow your eyes to drift downward and
your head to follow. This practice clarifies the deep neural
connection between the tongue root and the spine
(Feldenkrais, 2021).

4 min




Exercise

Method

Estimated

Time

Set ‘Theme

Spare 4

‘Step-by-Step Description

Lie on your back. With the jaw soft, focus on the lips
alone. Gently purse them (/u/) and then stretch them wide

Spare 6 2. Fine Motor
P Articulation

on 'Hee-yuh-yuh'

(LM)

tongue must remain loose and floppy to interrupt the
common habit of gripping the tongue root (Scribd, 2024).

2. Fine Motor Relating the Lips |Feldenkrais N . ; o .
. ; (/if), isolating the movement from the jaw, enhancing fine 4 min
Articulation to the Jaw Method (FM) . . :
motor control for articulation (Feldenkrais Resources,
n.d.).
Place your thumbs under your jawbone and your fingers
Linklater on top. Imagine you have no jaw muscles, and use only
2. Fine Motor Jaw Release and . your hands to guide the jaw open and closed. Then, let go .
. : Voice Method . . ; : 3 min
Articulation Shake of the jaw and shake it loosely up and down, side to side,
(LM) o . ) -
sighing silently or with sound to prove that the jaw is not
needed for basic sound formation (YouTube, 2024).
With the jaw released (see Exercise 2), sigh out from the
Tonaue Loosenin Linklater center and consciously loosen the tongue by vocalizing
9 9 | Voice Method "Hee-yuh-yuh-yuh-yuh" on a descending pitch glide. The 4 min




Estimated

Time

Set ‘Theme Exercise Method ‘Step-by-Step Description

Lie on your back or sit. Rest your forearm on your thigh or

a flat surface with your hand dangling freely. Begin to

gently flex and extend the fingers and wrist, making the

The Bell Hand Feldenkrais |movement as light, easy, and small as possible, 3 min
Articulation Method (FM) [mimicking the gentle pulse of a softly ringing bell. Notice

how this tiny, effortless motion can permeate the shoulder,

neck, and chest, promoting general muscular softness
(Feldynotebook, n.d.).

Spare 7

Lie on your back. Place your fingertips on the
temporomandibular joint (TMJ). Very slowly and gently,
Easing the Jaw open and close your jaw, making the movements minimal
Spare 8 2. Fine Motor Neck gand ’ Feldenkrais [and smooth. Gradually integrate small movements of the 4 min
P Articulation . Method (FM) [head and neck, allowing them to follow the jaw’s
Shoulders . : .
movement passively. The goal is to notice and reduce the

unconscious bracing in the neck and shoulders that often
accompanies jaw movement (Feldenkrais Project, 2024).

Stand and assume your Primary Direction. Place one
hand lightly on the chest and the other on the back of the
head. Hum on the 'NG' sound. Direct the thought of the

4. Resonant/Tonal Tonal Trap (Vocal Alexar_mder vibration to be contained between your two hands, like a .
Spare 9 Technique " " . . 5 min
Energy Resonance Focus) (AT) trap," rather than projecting forward. This mental focus

enhances the singer's internal awareness of resonance
and creates a fuller, more supported tone (Singwell,
2024).




Exercise

Method

‘Step-by-Step Description

Estimated
Time

Hum on your natural "Call" pitch and direct the vibration

4. Resonant/Tonal RCEE i (O] Lgssac ; into the hard palate and skull bones. Chant text on this .
Spare 10 Focus (Bone Kinesensics . . : . i 4 min
Energy Resonance) (LK) high pitch to train the voice to utilize the most resonant
tone for health and projection (Lessac, 1997).
Begin a sustained 'HEY!" sound and slowly drop the head
back (to target chest/furnace resonance). Glide the pitch
4. Resonant/Tonal Skull/Range Linklater up while moving the head upright (to target mouth/teeth
Spare 11 E-ner Exploration (The |Voice Method [resonance). Finally, glide the pitch higher while tipping the 5 min
9y Rainbow) (LM) head forward (to target the skull/chimney resonance).
This consciously connects pitch changes to vibratory
space (Scribd, 2024; YouTube, 2022).
Begin with a gentle, buzzy hum (Exercise 1). Slowly glide
Gliding on the Lessac the pitch smoothly from the bottom of your comfortable
4. Resonant/Tonal aing o . . : range to the top and back down, maintaining the forward, .
String (Pitch-Glide |Kinesensics | . = . . 5 min
Energy Hum) (LK) ringing sensation throughout. This ensures the resonance

remains placed forward, regardless of the pitch (The Adult
Speech Therapy Workbook, n.d.).




Exercise

Method

Estimated
Time

4. Resonant/Tonal

Lip Vibration and

Linklater

‘Step-by-Step Description

With a loose jaw, hum onto the lips until they vibrate (a lip
trill). Then, gather the vibrations and release them with a
loose "Bbb-mmm-uh." This exercise focuses the sound

Spare 14

Energy 'Bmb-mmm-uh' X_OI\'/IC)e MEinee forward (mask) and trains the facial muscles to be e
responsive and free from habitual tensions (UNTServices,
n.d.).
Cup your hands around your mouth as if creating a
megaphone, pointing it towards your face. Vocalize a
4. Resonant/Tonal The Reverse Lgssac _ desce_nding slide on 'Woo'-Wog-War-Wahh-Wovx_/-Why', _
Energy Megaphone (The [Kinesensics |ensuring the sound and vibration are fully contained 4 min
Woo) (LK) within the mouth and facial space. This heightens the
sensation of the mouth as a resonator (Lessac, 1997;
Gaary, 2023).
Stand in front of a chair (a foot away). Begin the
movement to sit down, but consciously inhibit the final
. . Sit-to-Stand with | Alexander dgscent. I?aus_e mid-wgy, holdir)g Ul .thOL.jght i
5. Integration Action . ; primary directions. Notice any tightening in the neck or .
. . Pause (Dynamic | Technique ; ; V. o 4 min
with Expression Inhibition) (AT) jaw. Slowly return to standing, maintaining the directions.

This practice reveals the moment a habitual tension
pattern interferes with a simple movement (Alexander,
1932; Shigo, 2022).




Exercise

Method

Estimated
Time

Spare 16

Spare 17

Spare 18

‘Step-by-Step Description

Stand, focusing simultaneously on Internal (breath/tremor

focuses vocal support outward toward communication,
not inward toward self-monitoring (Fitzmaurice, 2015).

5. Integration Action PTDSEMES EMe Flt;maurlce flow) and External (audience/space). This develops the .
: . Awareness Voicework ; . o 4 min
with Expression (Inner/Outer) (FV) capacity to be both receptive and expressive in
performance (Kotzubei, 2022).
Stand feet hip-width apart. Let the head drop forward,
allowing the weight of the head to roll the spine down, one
Fitzmaurice vertebra at a time (Destructuring). As you roll down, start
5. Integration Action Roll Down with . a low, open 'ah' sound that glides up in pitch. As you roll .
. . Voicework . PR 5 min
with Expression Sound and Tremor (FV) back up (Restructuring), maintain the sound and
consciously add a tremor in the legs and arms to integrate
the released energy into an active vertical alignment
(YouTube, 2021).
Stand tall. Place attention on the action of the transversus
abdominis (deep core breath muscle). From this core
. . Restructuring: The |Fitzmaurice |action, create a mental image of a focus line that extends
5. Integration Action . . . . .
with Expression Focus Line Voicework down the torso, around the pelvis, up the spine, and out 5 min
(Mental Image) (FV) of the third eye (forehead center) toward the listener. This




Exercise

Method

Estimated
Time

Spare 19

Spare 20

‘Step-by-Step Description

After a Destructuring exercise, observe the spontaneous
breath patterns. Now, consciously introduce a thought of

quality gained during the chant (Lessac-Madsen, n.d.;
The Adult Speech Therapy Workbook, n.d.).

. . Fitzmaurice [strong desire or purpose (e.g., "l must tell you this!"). The
5. Integration Action Breath Impulse to . ; . . .
with Expression Desire/Purpose Voicework goal is to allow the thought to dictate the size and rhythm 5 min
(FV) of the breath, thus ensuring breath for speaking/singing is
always driven by the Central Nervous System (CNS) and
communicative need (Fitzmaurice, 2010).
Repeat a text, focusing exclusively on over-articulating
. : . Lessac the consonants (T, D, P, B, K, G) with extreme muscular
5. Integration Action Consonant Action . . . : ; .
with Expression for Projection Kinesensics [energy in the articulators. This Consonant NRG enhances 4 min
(LK) perceived loudness and intelligibility (Lessac Institute,
n.d.).
Take a familiar phrase or short verse of a song. Speak it
rhythmically on a single monotone pitch (chant talk),
. . : Lessac focusing on maximizing the forward-buzz resonance.
5. Integration Action Chanting and . : L .
. . Kinesensics [Then, gradually transition to normal prosody and 5 min
with Expression Prosody ; : .
(LK) speaking style, working to retain the clear, resonant




Exercise

Method

Estimated
Time

Spare 22

5. Integration Action

The Touch of

Linklater

‘Step-by-Step Description

In a relaxed, upright position, direct a thought or simple
impulse (e.g., "l am here") into the diaphragm. Allow the
breath to be stimulated by this thought, immediately

with Expression ng:ge()Huh X_OI\'/IC)e MEinee escaping on a short, easy, unforced sound "Huh!" (like a =l
bounce). The focus is on the thought-impulse initiating the
sound, not muscular effort (Linklater Center, 2024).
Squeeze all the muscles in the face (lips, eyes, nose,
forehead) as tightly as possible. While holding the

. . _ Fitzmaurice |[squeeze, produce a high-pitched sound (e.g., a short
\?v-itlr? tg)g(;ritalcs):igctlon chuanrﬁ?cesd FEED Voicework eeee). Then, suddenly Stretch the face, wide-eyed, with 4 min
P y (FV) the tongue stretched out, and let a deep, low sound (huh

or ha) release. This contrasts tension and release for the
facial articulators (Melton, 2017).




