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This is a 2 part assignment.

Part 1
BMPF 7003: Working and Learning: An Introduction to Work-Based Higher Education. This is a two-part assignment Part 1 Critically evaluate a range of theories and models that you have recently studied, explaining their relevance to your workplace practice and procedures and develop a strategy applying what you have learned to improve your practice.

﻿‘The mental image or mental representation is defined as what an individual can feel, hear, see or taste in one’s own mind. However, the stimulus which creates the image is not actually seen, heard, felt, tasted, or smelt’ (Fennema, 1959,p286-289).
In the book ‘The case for mental Imagery’, Kosslyn et al (2010) examines the historical background and origin of mental imagery.  The authors state that mental images were at the heart of early theories of mental activity dating back at least as far as the classic Greek philosophers, and figured predominantly in philosophy, at least up until the nineteenth century, and in early scientific psychology.  The authors also state that ‘looking within ourselves is important for problem solving, creativity, emotion and language comprehension’ (Kosslyn et al, 2010, p1-248).
In this paper, I will critically discuss the use of imagery as an effective tool for vocal teachers, show how imagery, science and the brain are intrinsically connected, how vocal technique can be improved by using appropriate imagery, and design a teaching strategy that demonstrates how using appropriate imagery can be an inspiring and imaginative teaching method to enable students to become more polished and authentic performers.


The use of Imagery for Vocal Teachers

Freed (2000) states that imagery is defined as comparative language, simile, metaphor or a picture which could, but not always, reflect physical reality. Because it is not possible to physically show a student ‘how’ to sing, the use of imagery and imaginative pictures to describe and inspire the student is a powerful tool for the vocal teacher. ‘Many pedagogic perspectives attempt to separate the instrument from the artist for the sake of isolating vocal technique. But, since it is impossible to remove the instrument from the singer’s body, it must be addressed as a part of the singing artist’ (Simonson,2021,p133-134).  Inventing images to enable the student to produce better breath control, polished legato singing, intelligent phrasing, facial expression, good posture, clear vowels and artistic intelligence is one of the most powerful teaching tools we possess as vocal teachers ‘﻿Mental imagery is a fully immersive multi-sensory procedure that associates as numerous senses to create a mental image and process it without the presence of external stimuli’ (Kosslyn et al.2001, p1-248).Reed, (2019) states that musical imagery is the anticipation of the action, and that the abstract intention results in the concrete execution. Another interesting point made by Reed explains  that focusing on the voice as an instrument that exists solely within the body requires extensive use of metaphor. Through my own teaching, I have found this to be successful by engaging with the student and inspiring them to delve deeper into their own imaginative thought processes to produce their desired outcome vocally.
The connection between imagery, vocal technique and physiology

Technique and artistry are intrinsically interconnected, as it can be argued that one is dependent on the other for a true and authentic performance. In German, there is a most interesting aphorism often quoted by musicians ‘Das Wie bestimmt das Was und das Was bestimmt das Wie." Literally translated, "the how determines what, and the what determines the how" (Johnson, no date).  Johnson goes on to argue that, within a musical context, the skill and technique of the performer constitutes the ‘how’ and the ‘what’ is the final artistic product that is presented to the audience. (Ware, 2013) states that there are, nonetheless those who claim that voice science has not helped voice instruction and that it has been a distraction or a a substitute for effective teaching.  Ware goes on to argue that while this has been true in some instances, the same criticism has been levelled at exclusive reliance on historical pedagogy.
It can be argued that the mind provides the thoughts and images that give 
the student their own uniqueness of interpretation, and the body responds with scientific and taught techniques that work in conjunction with the purposeful practice of imagery exercises increases the singer’s ability to enhance their performance ability. The combination of the mind and the body for singers can be viewed as fundamental.’The mechanical act of producing a tone does  not, in and of itself, produce art. Vocal art is created through imagination, function, musicality, phrasing, and of course, emotion’ (Of, 2014). 
It can be argued that where one skill is more developed than the other, the student cannot reach sufficient depth of artistic performance and thus, is bound to not fulfil their true potential. The connection between the mind and body is not new. Greschner (2015) states that the mind-body awareness for singers provides an important understanding of functional anatomy and cognitive neuroscience and this can therefore guide singers and teachers in unlocking the mystery of the mind-body link. 

However, Miller (2015) argues that imagery should not be the singing teacher’s first or only approach to teaching.  He states thatimagery should not be part of the first steps in teaching the technical coordination of the singing instrument and that singing, with its initially complex elements of vocal timbres, text, and the whole ambiance of performance, is something highly personal. Arguably (Clements, 2008), states that the singing teacher should carefully assess each student on an individual basis and adjust the method of teaching accordingly. He goes on to argue that teachers should be encouraged not to rely on imagery alone as a teaching method, but to apply it in parallel with anatomical manipulations and scientific fact. On one hand there are arguments put forward (Miller, 2004) that a concise and definite instruction of physiology has the best chance of success with singers, especially at the beginning of their studies, whilst on the other hand (,Johnson n.d.)argues that by using imagery in conjunction with technical skill it can be the most effective for excellence from singers.  Johnson also goes to state that leading the sound with mind and feeling using metaphor to build connections and not leaving any technical exercises uninterpreted by imagination could serve as some working strategies for the voice student . Miller(1997) as well as Hixon (1991) state that body imagery should not alter physiological reality.  Miller argues that accomplished singers should use their imagination for artistic interpretation and not for the purpose of vocal technique. (Hines&  Patenaude(1982) observe that Joan Sutherland associated imagery with enhanced vocal technique, most commonly, the image of the highest notes coming from the top of the head. (Stark,1999) also argues in favour of the use of imagery to aid vocal technique and states that imagery has ‘ an important role in voice teaching since at least as far back as the 16th Century’ (Stark 1999, p 52).
﻿A.Jahn (2021) argues the image is an imperfect representation of the voice and that singing is about physiology, not anatomy. However, what would happen if, as teachers, we embraced the connection between the scientific and the imaginative? Reed (2019) argues that ﻿there is a connection between visualised sound during audiation and physical execution and this can be observed at the muscular level. Reed (2019) goes on to state that these muscular activations reflect the performance intentions and use of imagery. 
The visceral nervous system is our sensory system, for example, am I hungry? Do I need to take a bigger breath?. (Patterson et al, 2013) states that communication from the visceral brain is continuous and pervasive, yet we rarely give it a second thought. Our peripheral sensory system monitors such things as ‘is it hot/cold’, ‘what colour is it’, sight, sound, taste and smell. ‘The molecules and cells that measure body temperature in the periphery, the neural pathways that communicate this information to the brain, and the central circuits that coordinate the homeostatic response’ (Tan and Knight, 2018).
As singing teachers we can arguably distil such complicated concepts into something simpler and apply this to our teaching.  It can be argued that less talking and more ‘doing’ can be a very effective way to teach.  (Pinata et al.2003) argues that active learning is when the teacher stops talking and students make progress toward a learning objective by actively doing something. 
When we sing, our brain is receiving a huge amount of sensory updates all the time without us even realising it. ‘If auditory imagery used to prepare vocal motor responses truly engages motor planning, then it should be possible to observe subtle muscle movements at the periphery that are related to vocal motor production’ (Pruitt, Halpern and Pfordresher, 2019). As an example, a student may express that they would like their throat to be more open and the soft palette be raised.  It is as though we are trying to micro manage these physiological functions and as a result, the opposite happens. (E.Woo et al, 2021) states that the higher cognitive functions of the recently evolved pre frontal cortex are weakened by exposure to stress and that it reduces top-down regulation and switching control of behaviour to more primitive brain circuits
 Tension and stress, tightness and shortness of breath occur because we are overloading the prefrontal cortex. (Depeursinge et al., 2010) states that under non-stress conditions the extensive connections of the pre frontal cortex orchestrate the brain’s activity for intelligent regulation of behaviour, thought and emotion. He goes on to say that in contrast, when the pre frontal cortex becomes overloaded, it changes to rapid stressful responses. Therefore it can be argued that stress impairs higher-order pre frontal cortex abilities such as our working memory and attention regulation which in turn can affect our vocal output.
Here is where imagery demonstrates its allurement.  In light of the research been discussed earlier in this paper regarding the connection between the mind and the body (Greschner, 2015), if we can completely eliminate all of the physiological instructions and instead create an imaginary thought that does it all for us, surely that can be argued to be an effective solution.   It could be noted that a simple broad thought, an image, that enables everything we aspire to technically, can allow the desired technique to fall into place.  So we are, in fact using imagery and science in tandem to produce the sound that we desire.  We are providing the brain with a constructive ‘thing (image)’ to focus on, and therefore we can calm the motor output.  So is anatomy or imagery more effective for the teaching of singing? It can be argued that they are used in tandem with each other for optimal results. ﻿(A.Jahn, 2021)  argues that we  need both science and imagery to guide us to the goal which is learning how to sing. (D.Michael,2010) backs up this argument by stating that because we cannot directly sense the working parts of the vocal mechanism, the use of imagery in the teaching of singing is, therefore, necessary.
Teaching strategy 
‘The use of the body and the mind at the same time is one of the most fascinating and magic things about music’ (Nikitina, 2004). A successful vocal lesson, or series of lessons requires the teacher to be both empathetic and challenging to the student. For the process of authentic learning to take place, in my own experience through my private practice, we must possess the ability to read the signals of the student and figure out the most effective way to encourage, inspire, listen and enable them. 
 My student Stephanie (not real name) a 35-year-old soprano who had studied voice for several years before taking an extended break to have her family.  She had the ambition to give a short recital to family and friends and together, we prepared a programme of songs. One song we chose was Caro Mio Ben by Giusseppe Giordani (1744-1798).  We created a warmup specific to this song and began working on the opening phrase. Stephanie was very receptive to exploring imagery as a way for her to not become over analytical about her technique which caused her to become stressed and tense.

 Warming up 
‘The warmup is purely the preparation undertaken before the musician begins technical or repertoire practice’ (Williams, 2012). The warmup process, in my own experience is not just a vocal exercise. It also serves to focus the mind of the student and to ‘warm up’ to me as the teacher, to throw off any distractions and to allow the mind and body to become looser and ready for work. 

Ex 1 
Humming on a five-note scale doh-soh ascending and descending moving up by semi-tone through a comfortable range. This exercise can be performed either with an open mouth making an ‘ng’ sound using the image of a wall blocking the nose, or a closed mouth by using the image of a small apple inside the mouth. 

Ex 2	

Using simple melodies to wake up the voice, I introduced this exercise and substituted the words Caro Mio Ben in place of the words provided.  I asked Stephanie to imagine the first note in each repetition was like the first bounce on a trampoline.  That first note engages the diaphragm, and the remaining part of the warmup is the travelling through mid-air.  The result of this image is to engage the muscles surrounding the diaphragm without losing the connection mid-way through the exercise.  
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(Teaching, 2022)
Ex 3

A slow arpeggio sung in both major and minor melody using the words’ Caro Mio Ben’ ascending and descending.  This exercise is to mentally remind Stephanie of legato singing.  I asked her to imagine a large pot of warm melted chocolate, to think about the smoothness of the chocolate and how a spoon would stir it.  The spoon is her voice, the chocolate is the melody.  She decided to use the image of dark chocolate as, to her, it resonated more, and thus, she sang the arpeggios beautifully, with a raised soft palette, engaging her diaphragm and a relaxed jaw.  On the descending arpeggio, I asked her to imagine the melody was ascending, rather than descending, and this resulted in more accurate pitch.

Concentrating on the opening phrase of the song, I asked Stephanie to speak the words to me, concentrating on the pure open vowels of the Italian and imagine she was ‘pretending to be Italian’.  This resulted in her losing some inhibition, relaxing by laughing at herself, and producing perfect vowels, as well as engaging her diaphragm, because when we ‘pretend’, we often exaggerate, and that, without trying, can awaken the diaphragm muscles.  She then sang the phrase a number of times in an exaggerated way, and we gradually modified it so that she was singing the phrase with a naturally relaxed mindset, a soft jaw, open throat and steady breath. 
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In summary, the exercises that I used for Stephanie were both technical and imaginative.  The aim of these specific warmups was to examine and test my research about the linking of the physiological and scientific nature of singing technique combined with the use of imagery to achieve the desired result.  With Stephanie, I compared the more mechanical and physical explanation of the exercises without imagery with the explanation using imagery.  The result was that she overwhelmingly found the imagery both helpful and less complicated to achieve the sound she desired. 
Conclusion
For a singing student, sound is everything.  Interestingly, according to Norman Weinberger (2007) who wrote Music and the Brain, the ear has the fewest sensory cells of any sensory organ - three thousand five hundred inner hair cells occupy the ear versus one hundred million photoreceptors in the eye. Yet (Patterson et al, 2013) states that our sense of sound clearly has a great influence on us as singers, teachers and human beings. 
It has been argued that in a voice lesson, it is as if a student is borrowing the brain of the teacher (Crocco and Meyer, 2021). In conclusion, it can be argued that imagery alone is not sufficient to acquire a solid and dependable vocal technique, but, combined with physiological and scientific fact, it can work effectively in parallel.  The conclusion, therefore, must be that there is no ‘one size fits all’ approach to vocal ability.  We must keep learning, keep experimenting and keep an open mind to all possibilities, as the voice is as individual as each person singing, and that what works for one singer, may not work for another.  As teachers and vocal coaches, we must aspire to find the beauty and truth in every voice through listening to the student and finding the core of who they are. 
‘“Words make you think. Music makes you feel. A song makes you feel a thought.” Yip-Harburg


Part 2
Assignment 2A Reflective Review Comprising of Two Parts: a) Reflect on your recent learning experience, and the value of learning you acquired. Assess your current competencies and identify future development needs in the context of the work situation.

b) Devise a detailed personal development plan which incorporates development objectives, activities to be undertaken, methods, resources review periods and timescales

In reflective practice, vocal teachers engage in a continuous cycle of self-observation and self- evaluation in order to understand their own actions and the reactions they prompt in themselves and in learners (Brookfield, 1995; Thiel, 1999). The goal is not necessarily to address a specific problem or question defined at the outset, as in practitioner research, but to observe and refine practice in general on an ongoing basis (Cunningham, 2001).
Reflective practice often requires us a to use an academic model for the purposes of examining and contemplating our work, what impact it had on us, how we can change, improve and grow, thus providing us the opportunity to put the reflective practice into action.  Having researched several models of reflective practice, I concluded that for the purposes of this paper, I have used Kolb’s four-stage model  which is designed to reflect and draw conclusions from a hands-on experience in teaching. It also promotes planning to do something different and testing it out. It combines everyday experience with evidence-based educational research. The ELT model and learning style inventory are used to understand the various stages of learning and the different ways people receive and process new information. ‘ELT constitutes of a four stage learning cycle; concrete experience (CE), reflective observation (RO), abstract conceptualisation (AC), and active experimentation (AC).(St, 2022)


Stage 1 Concrete Experience
A 17 year old female singing student presented with a difficulty with sustaining her breath on long phrases. I observed that, as her breathing technique was apparently sufficient to achieve this, her fear and worry was the predominant reason she was experiencing frustration.  I suggested we try different imagery to solve the issue, and that in turn this would lead to assuaging anxiety regarding breath control and distract her brain from ‘the breath’ to more of an imaginative sense of momentum.   On reflection, I observed that I had uncovered a lacking in my own ability to direct my student with confidence on concrete steps that she could apply to solve her issue. Had I become lazy to what is, of course a very common place and seemingly easily solved vocal problem? This has become a research aim for future study and exploration for me as a teacher.
Stage 2 Reflective Observation
· What was I trying to do? 
· What did I do? 
· Why did I do it? 
How much does the mind affect the outcome? ‘The purpose, indeed the sole purpose, of training for the profession of singing is to improve the connection between the imagination and the sounds that eventually issue from the singer's mouth’ (Mind Ahead of the Tone : Integration of Technique,2022).  I asked my student to try different images of my choosing, and to suggest images of her own.  It emerged that my images involving flowing water and a wheel continually turning and a windmill did not achieve the result we required. She suggested images of her own that were more personal to her.  Her images were a metronome that was steady and rhythmic, and the tide coming in and out for continual movement and flow.  We tried the challenging phrase using my images, and then her own. I observed that even through this process, the repeating of the phrase and the distraction of her mind proved to be successful in reducing her fixation on ‘the breath’ and thus allowed her to physically relax, which in turn, significantly improved the breath control.  
We discussed whether it was possible to use the power of the mind to achieve the desired result. Such concepts as, if you act a certain way, or imagine yourself a certain way, is it possible to create that reality and  whether you can make your own success by imagining what you aspire to be. ‘Picture yourself doing what you see great people do, doing what you yourself hope and mean to achieve. Act as though it were already so. Work and live accordingly. Creative Imagination is the architect of your future’ (Young, 2017).  
The reason behind this experiment was to explore whether the use of mental images and specific pictures whilst singing, can actually improve technique. In my paper, It has been my belief through my many years of teaching that imagery plays a central role in technical prowess, but as a teacher, I am continually looking for ways to prove or disprove these methods of teaching. Just because we believe something, it does not make it right. Does technique stand alone or do we need mental stimuli to develop and enhance it. ‘ The task is to balance two truths: On the one hand, there is a tight connection between believing something, being able to assert it, and being able to self-attribute the belief knowledgeably but non-evidentially; on the other, there is the incontrovertible fact that people are often wrong about what they believe Marcus (2022).

Stage 3 Abstract Conceptualisation
During this stage, I explored my initial reflections in greater depth in making sense of what outcomes we achieved. I did this by connecting the actions that I took with the knowledge I already had to draw conclusions and make decisions on whether a change is required. 
As part of my reflection, I researched the possible effect of what is known as the downward spiral. ‘Poor performance leads to negative self-talk, which leads to hesitation and doubt, which leads to even poorer performance, which causes more negative self-talk, hesitation, and doubt and more poor performance.(Shoenfelt, 2016).  Witkiewitz and Marlatt (2004) refer to this loss of focus and reverting to less self-managed responses as lapsing.
I reflected that singing, of all the disciplines, is the one that is most obviously connected to the mental pictures that we use. Of course, confidence and self-belief are integral to all forms of music performance, but singing has its own unique set of skills that require the singer to give more of themselves. Singers have words and melody which sets them apart from all other forms of musical expression. ‘Is tonal imagery all that is required to make a singer? No. But the human body, the entire nervous system, is so constructed that it becomes attuned to correct action when guided and directed from within by such ideal preconceptions. Thus, through persistent mental imagery correct vocal habits will be initiated and bad habits will be re-educated. ‘(Power, 2012). Through my extensive research in this paper,  delving into whether imagery  has a profoundly positive effect on vocal technique, I was able to question my own long thought  belief that this was, in fact, so. I began to question my own rather one sided teaching methods, and as a result, have incorporated more muscular training, and a more scientific emphasis into my studio. 
I examined the arguments for the use of imagery to aid vocal technique and compared them with the opposing view. For example, Miller (1997,1998,2001b,2004) advises that teachers should not suggest imagery to aid vocal technique, but Patenaude-Yarnell (2003a) states that teachers should select images for their students to use on the proviso that if it is not yielding the desired result that they should be quickly abandoned. The conclusion must be, as a teacher, that trial and error with the individual student is the key to success. 
Stage 4 Actively Experiment
This final stage of Kolb’s reflective practice model was the hardest.  The challenge I found was that from years of teaching in a certain way, and having defined views on what I believed to be successful in my teaching practice was causing questions in my mind. However, I am forced to question and re-examine my own methods and to look at issues from more thought provoking perspectives. 
My student’s challenge with being able to sustain her breath through long phrases allowed me to reflect on different ways to tackle this difficulty.  Rather than trying to prove my own belief in how it could be solved, I suggested to her that we try the opposing method.  So, we eliminated any thought of imagery and solely concentrated on the physical and technical aspect. We practiced breathing in and releasing the air slowly and controlled whilst not ‘holding’ the breath. We worked on dynamics within the phrase that could serve to both improve the phrase musically, but also allow her to ‘save’ any excess breath that she may be using. We also avoided isolating one challenging phrase and incorporated the preceding phrases to build up to it and to conserve and top up breath in the phrases beforehand.  After this work, I asked my student if she felt that the more physiological approach or the imagery approach worked better for her. She said that she believed that it was a combination of both that helped her to overcome the difficulty. This was the core of what my research in this paper has been based on. Mental imagery must be coupled with physical and muscular technique. The body and the mind are intrinsically linked and cannot be isolated one from the other. According to (McKinney 1994), ‘Imagination and imagery are not used in teaching singing only for developing creativity and artistry.
My conclusion from this active experiment was that perhaps, neither approach was the ‘solution’.  Perhaps there is no solution and that it is the act of taking action to solve a problem that is, in the end, the solution in itself.  Once we engage and acknowledge a problem or a challenge, a large part of it is already solved. 
Personal Learning and Development Plan
	
Why am I doing this course? 

	As a vocal teacher and choral director, in addition to my own performing career, I am doing this course because for a long time I have had the ambition of deepening my knowledge and learning. I am ready to learn new and interesting teaching methods in my studio. I teach students of all ages and abilities and the same vocal issues come up time and again. However, the way in which each individual student can improve is completely unique.  I decided to embark on this course to better equip myself with more expertise, research and development of my own knowledge base to have the ability to offer more to my students and choirs and to become more educated in my area of expertise.

	  
What is the direct benefit to me? 

	I believe that a voice pedagogy course will help me develop a more rounded and broader understanding of voices so that I can deliver high quality tuition to my students.
The flexibility of the course structure means that I can explore several topics of interest that frequently occur with my students. 




Developmental areas
 
	Gain a practical understanding of how to deliver a better lesson to my students specifically regarding the use of imagery to aid technique, how to teach breathing more succinctly, and how to build inner confidence.


	 Action 
Observe other singing teachers to learn and expand my own experience. Attend vocal and choral masterclasses, deliver workshops and seminars using my research and developing new ways in which to approach a choral rehearsal.
Deadline: 4 months


	Develop a new set of warm up exercises for my students with a specific technical goal for each exercise. 
Develop and build a collection of ‘fun’ choral warmups, rounds and physical movements to cover 30 rehearsals, in logical sequence and an online practice audio file for choir members to access on my website. Each warmup will have a reason that is relevant to choral members.
	Action 
Create a booklet of exercises for each voice type and an accompanying audio file demonstrating and explaining each exercise for student practice purposes.
Deadline: 5 months

	Establish on online community of choral directors and singing teachers in Ireland to share ideas and strategies, offer and receive support and to arrange collaborative choral concerts and masterclasses. Set up a ‘swap directors for a night’ INITIATIVE TO give other choirs the experience of a different director and to give my own choirs the opportunity of a different rehearsal once per term.


	 Action
I will initiate a meeting of singing teachers and choral directors online to discuss these ideas and to encourage collaboration in Ireland. 
Deadline: 6 months
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Figure 3. Vocal Exercises Aiding Articulation
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