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BMPF7003: Working and Learning: An Introduction to Work-Based Higher Education. This module has two assessment components.

	Assessment Component 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 for applying what you have learned to improve your practice and performance.




Posture in Singing: Defining Good Posture for Adolescent Singers and Associated Teaching Strategies.

This study will examine the literature relating to posture in adolescent singers. As a peripatetic singing teacher, working with girls aged between 11 and 18, my primary area of study was the female changing voice. At this time of change in the voice, with symptoms including, hoarseness, breathy tone and disturbances to range (Gackle, 1991), it is clear that teaching the foundational principles of voice is paramount. Doscher (1988, p.57) comments that posture “determines all subsequent muscular action”. Mckinney (1982, p. 44) also notes that “good posture precedes the establishment of good breathing techniques”. Poor posture, in my experience, is common in teenagers, therefore this area of study will be of benefit to my teaching practice. My objectives in this study will be to establish a clearer definition of good posture and to research common misalignments of the body and the impacts on the vocal instrument. I will also be analysing a selection of teaching concepts with the aim of synthesising the information to create a teaching strategy for my practice. 

It is widely agreed that good posture is one of the foundational principles of vocal technique (Dosher, 1988, McKinney, 1982, Chapman, 2006, Leborgne and Rosenberg, 2014). Even though Vennard (1967, p.19) cautions against over emphasising postural instruction and taking the fun out of singing lessons, he advocates posture being important to initial instruction, commenting “before learning to play any instrument one should learn how to hold it. Vocally this means posture”. Researchers have found that the prevalence of incorrect posture in children is between 50% and 65% (Motylewski et al. 2015, Yang et al. 2020), with females showing higher incidences of poor posture than males (Yang et al. 2020). This aligns with my own experience in schools, where evidence of slouching or “street cred slump” (Chapman, 2006, p. 26) is found from Year 9 onwards. Feldenkrais (1985) suggests that dependence on social approval is one cause of faulty posture. It is also thought that our daily environment contributes to our changing posture through adolescence, for example, children spend much of their school hours in a static sitting position (Lafond et al. 2007). To maintain head orientation in the sitting position, compensatory adjustments of the cervical spine lead to overall changes of the lumbar region (Black et al. 1996). Combined with the daily routine of carrying heavy bags on one shoulder (Chapman, 2006) and the amount of time spent on gaming devices or watching television (Marshall, Gorely and Biddle, 2006) there is a strong case to suggest that I am likely to encounter poor posture as a teacher of adolescent female voices.

What is Good Posture in Singing?

‘Stand up straight’ is a familiar phrase but how useful is this instruction in eliciting good posture in a student? Pedagogues of the past advocate similar notions of the ideal position for singing. Richard Miller’s (1986, p. 32) “noble” posture echos the expanded chest, high sternum and erect head position recommended by Lamperti (1905), Garcia (1924), and Vennard (1967). Although, the elevated sternum is recognised to improve functionality of the breathing mechanism (Nair, 2007), this instruction quite often induces tension, rigidity and off balance weight distribution (Buchanan, 2014). The ‘Plumb Line’, an imaginary line running through the body from head to toe, has its roots in the military tradition where a static and upright posture was idealised (Gilman, 2013). This type of posture, and indeed the definition of the word posture, implies a stasis that is contrary to singing, where movement is always required (Allen, 2013). The term ‘alignment’, defined as “the proper positioning or state of adjustment of parts…in relation to each other” (Meriam-Webster) might be preferable as it infers a more fluid and flexible state. 

McKinney (1982, p. 35) describes a singer as needing to be “buoyant”, “flexible” and “free to move” and Allen (2013, p. 12), suggests substituting the word posture for other positive terms, such as “balanced” and “springy”. Bunch (2005, p. 28) and Chapman (2006, p. 27) refer to a “dynamic” alignment where a line can be drawn from top of the head, through the shoulders, pelvis, knees and ankle giving the body a sense of balance. Allen (2013) presents a similar idea, but recommends using kinaesthetic awareness to monitor the relationship between the six points of balance (antlanto-occipital joint, arm structure, thorax, hip joints, knee joints and ankle joints, see figure 1). This allows the skeleton to support weight without unnecessary muscle tension, making movement more efficient. 
[image: ]Figure 1: The six points of balance. (1) antlanto-occipital joint, (2) arm structure, (3) thorax (4) hip joints, (5) knee joints and (6) ankle joints (Phelps, 2008 in Allen, 2013, p. 25).


It would seem that most pedagogues desire a similar outcome when trying to achieve the perfect posture for singing, ie. axial alignment without unnecessary tension, however, the manner in which the idea is presented and the terminology used has evolved to elicit better responses. 

Common Postural Misalignments 

The most common postural misalignments are Kyphosis-Lordosis, Flat Back and Sway Back (Arboleda and Frederick, 2008). Flat back posture may be rooted in trying to achieve a straight back or overly militaristic stance. “The truly flat back is a myth” (Shewell, 2009, p. 109) and instructions such as ‘stand with your back flat against the wall’ lead to a flattening of the thoracic curve (Allen, 2013) that can impede the movement of the ribcage during breathing (Leborgne and Rosenberg, 2014). The spine contains natural curves. The cervical and lumbar regions form a concave curve to the back and the thoracic vertebrae form a convex curve (Calais-Germain and Germain, 2013). Kyphosis-Lordosis and sway back occur when there is an increase in these curves (Arboleda and Frederick, 2008). Sway back presents with a retroversion of the pelvis and a backward lean of the trunk (Fujitani et al. 2017).
[image: ]Figure 2: Postural alignments. (A) Ideal alignment. (B) Kyphotic-lordotic posture. (C) Flat-back posture. (D) Sway-back posture (Kendall et al., 2005) 

Miller (1986, p. 38) argues that “rarely does problematic swayback occur among singers” and that teachers should correct sway back with caution as this could lead to an over straightening of the spine. However, posterior weight bearing has shown to be a significant factor in voice quality and voice handicap (Kooijman et al. 2005). Adolescents show high incidences of kyphosis-lordosis, with females in particular having a tendency towards hyperlordosis and pelvic anteversion (Gouveia, Forte and Coelho, 2020). Ruivo, Pezarat-Correia, and Carita’s (2014) study of cervical and shoulder posture in adolescents confirms these findings, also noting that forward head position is prevalent in this age group. In the rounded shoulder posture, the pectoralis muscles can be shortened, restricting their movement in inhalation (Calais-Germain and Germain, 2013). Nair (2007) suggests that the anterior tilt of the pelvis in this posture can also affect respiration due to stretching of the diaphragm and abdominals. These difficulties appear to be confirmed in Franco at al’s. (2014) research, where voice dysphonia was linked to a kyphotic posture.

Head and Neck Alignment

In all the common postural deviations, head and neck alignment is displaced. Parts of the vocal tract, including the larynx, are suspended from the base of the skull, therefore the orientation of the head can affect the efficiency of the vocal mechanism (Rubin, Mathieson and Blake, 2004, Calais- Germain and Germain, 2013). Anterior head placement increases cervical lordosis which could affect the action of the muscles that elevate the larynx (Rubin, Mathieson and Blake, 2004) and have negative consequences for pitch control and fine tuning (Honda et al. 1999). Jones (1972) found improvements in breathing, resonance and ease of phonation when forward head positioning was corrected.

The effects of head extension and flexion, ie. chin up or down, are still debated. The general consensus appears to favour a balanced head position where the chin is not tucked in, and the head is not tilted back (McKinney, 1982, Miller, 2004). An imbalance of the head either laterally, or in extension/flexion is thought to cause excess tension in the muscles of the neck (Nair, 2007, Allen, 2013, Leborgne and Rosenberg, 2014) and affect the free movement of the jaw. Tilting of the head could also affect tongue position as the tongue is influenced by gravity and is likely to fall in the direction of the head (Calais-Germain and Germain). However, Doscher (1984) asserts that a backward tilt of the head does not disturb the axial alignment and allows the necessary acoustical adjustment of the resonators when singing in the higher range. Knight (2013) found that lower frequencies were boosted in extended head positions increasing the overall loudness of the voice. The results of this study should be viewed with caution as the pool of degree level singers was small, therefore not indicative of the general singing population, and only acoustical data was analysed. It does however raise questions on the effect of head positioning and an area which requires further research.

Teaching Methods
 
The work of Frederick Matthias Alexander and Mosche Feldenkrais have influenced how postural instruction has evolved. Alexander and Feldenkrais both saw postural improvement as a by-product of their techniques rather than the end goal (Grant, 2014). Alexander (1986, p. 15) sought to “bring about at all times and for all purposes, not a series of correct positions or postures, but a co-ordinated use of the mechanisms in general” by conscious control. His method focuses on the skeleton, and particularly the cervical spine (Peterson, 2008). Lengthening of the spine is encouraged to allow the muscles of the torso to lengthen so that the workload is evenly distributed throughout the body (Dimon, 2013). Alexander (1986, p. 14 and 15) asserts that students should be encouraged to divert their attention away from the end goal and concentrate instead on the “means whereby”  learning to “inhibit” the old habits that caused the incorrect usage of the body. Feldenkrais (1985, p. 108), concurs that “posture means action” and believed that the key to improving action was learning to inhibit “unnecessary parasitic actions” (Feldenkrais, 1985, p, 106). Parasitic movements are extraneous movements that unnecessarily attach themselves to other actions, resulting in excess effort. Gilman (2014, p. 27) states that teachers should be vigilant for these micro movements and “diversionary movements” (movements that replace the desired action), but also be alert to lack of movement. For example, a locking of the knees which could cause tension in the trunk. 

The Alexander Technique seeks to consciously correct bad habits whereas Feldenkrais’s Awareness Through Movement seeks to enhance kinaesthetic awareness by encouraging an exploration of the movements of the body to see which pattern works best. Techniques of “reversibility”, whereby attention is given to the return action of a movement, and “embodied learning”, where the student is encouraged to switch from a newly learned pattern, back to the old behaviour, are thought to enhance sensory awareness (Grant, 2014, p. 236-237). 

Both Feldenkrais (1985) and Alexander (1986) recognised that a person’s perception of their body and movements can be distorted. Learning to improve perception of the size, structure and functions of the body is the defining principle behind Body Mapping (Conable, 1992). Body Mapping is the only somatic educational tool directly concerned with the education of musicians. Perception of body size could be particularly pertinent to posture, especially if the size of the spine is incorrectly mapped. A tall person for example may stoop to fit their bodies into their self image of smaller height. (Buchanan, 2014). This is especially relevant to adolescents, as the pubertal growth spurt changes the dimensions and proportions of the body rapidly. The need for social approval and a desire to ‘fit in’ could also lead to errors in the body map (Conable, 1992). 

The effectiveness of Feldenkrais, Alexander, and Body Mapping on singer’s posture is difficult to prove conclusively. Clinical trials of Alexander Technique often involve small amounts of participants and although individuals have reported improvements to areas such as performance anxiety and respiration, the evidence for improved posture is inconclusive (Klein, Bayard and Wolf, 2014). Paparo (2021) found that singers reported improved quality of movement following Feldenkrais Method education and studies by Hays (2014) and Buchanan (2010) on students experiences of Body Mapping, also show positive outcomes for movement and body awareness.

Motor learning theory could provide helpful insights into how postural alignment can become a skill that is “acquired, retained, and ultimately repeated automatically” (Helding, 2008, p. 417). Use of “active listening and/or watching” (asking pupils to direct attention to perception and sensation), will help students understand what they should be doing when repeating a task independently (Crocco and Meyer, 2021, p. 695). Verdolini (1997) asserts that permanence is achieved through repetition and learning to perform tasks without awareness of internal mechanisms, but using attention to sensation and perception without judgement. Helding (2016, p.623) argues however, that in beginners “we must first establish a foundation of learned habits” and advocates an internal focus for novices. This initial, directive approach may be particularly relevant for teaching postural alignment with young singers or those that have a “negative temporary performance shift” (Helding, 2008) because of pubertal changes. It is thought that external feedback is important for students to understand their own internal feedback (Crocco and Meyer, 2021) and that sharing “knowledge of results” will help improve skills (Verdolini, 1997, p. 5). It is not possible to include all the specifics of motor learning in this study but understanding motor learning theory would help teachers understand how to present exercises and how to give effective feedback. 

Teaching Strategy 

My objective in this research was to establish a clear definition of posture and devise a strategy for teaching posture and alignment to young singers. The literature leads me to conclude that posture should not be seen as a static position but a balance of the structures of the body in which freedom and efficiency of movement can result. Although past pedagogy talks of the importance of good posture, strategies to achieve this are limited to verbal descriptions of good alignment (Lamperti, 1905, Garcia, 1924, Vennard, 1967). In contemporary writings, discussion on use of the body is more in depth and has moved towards somatic education. This will impact my teaching practice in many ways. It is easy in a short singing lesson, with the pressures of perfecting repertoire for school examinations and concerts, to try to correct posture, with a “quick fix approach”, however, if the student has little understanding of their skeletal structure they are unlikely to be able to sense why or how their body is misaligned (Grant, 2014, p. 231). Alexander (1986, p. 14) states “the teacher should recognise and endeavour to awaken his pupil to the fact of his (the pupil’s) unreliable sensory appreciation”. Conable (1992) believes that when people have an inaccurate sense of their body map, they will act and move as if the map were accurate. This has led me to conclude that my teaching strategy needs to include exercises that increase kinaesthetic awareness. I aim to help my students understand the structure of their bodies using the following tools:

· Anatomical images and models. Observing images or touching anatomical models of the skeleton could help students understand their body and its movements. Pupils would be encouraged to compare the model to their perception of their body. (Allen, 2012)

· Mirrors. In the mirror students can check to see if their perception of front on alignment is correct. eg. Observing tilting of the head and asymmetries of the body (Allen, 2012). Some children may be uncomfortable singing in front of the mirror so may prefer the options below. 

· Video. Filming the student from different angles would be useful to highlight angles that cannot be seen in the front on view. The side on view would highlight kyphosis/lordosis. It is important that the school’s safeguarding policy is adhered to when creating images or footage.

· Drawing. This would appeal to younger students who would be invited to draw anatomical structures to gain deeper understanding (Allen, 2012).

· Exercises.  The most common misalignments in teenagers involve rounded shoulders, misalignment of the pelvis and incorrect head alignment (Gouveia, Forte and Coelho, 2020, Pezarat-Correia, and Carita, 2014), therefore I have researched suitable exercises for these areas (Appendix A).



Our environment can shape and change our posture (Feldenkrais, 1985, Lafond et al. 2007) and the pubertal growth spurt can negatively affect postural alignment (Conable, 1992). I have identified the following points that need to be taken into account when teaching adolescents:  

· Pupils posture may change or deteriorate following the pubertal growth spurt due to an inaccurate perception of new body size (Conable, 1992). Therefore, constant monitoring of body map awareness is required.

· Postural deficiencies could be symptoms of doubt, fear and lack of confidence (Feldenkrais, 1985, Yarnall, 2006).

· The need for social approval at this age, eg. “stand cool” (Chapman, 2006, p. 29), may make the student reluctant to change habitual posture.

Setting clear, achievable goals for students and helping them understand ‘why’ postural alignment is important will help motivation to change (Crocco and Meyer, 2021). Exercises that explore the effects of incorrect movement on the voice as well as correct movement would encourage the development of a “clear reference of correctness” (Maas, et al., 2008). Some examples can be found in Appendix B. 

Through this exploration of the fundamental principles of posture and alignment, I have discovered that good posture and alignment are the result of an increased understanding of the structure and function of the body. Use of somatic teaching tools and understanding of motor learning theory will enhance postural instruction. This study has provided an overview of these concepts and has directed me to areas of further research which would enhance my teaching strategy further.


	Assessment Component 2
A Reflective Review Comprising of Two Parts: 
a) Reflect on your recent learning experience, and the value of learning you have acquired. Assess your current competencies and identify future development needs in the context of your work place/voice studio/classroom. 
b) Devise a detailed personal development plan which incorporates identified areas for development, objectives, activities to be undertaken, methods, resources review periods and timescales.


 
Working with a reflective model has assisted me in finding “an exploratory, purposeful, creative pursuit for better knowledge and understanding” (Ghaye, 2010, p.20). I felt it was important to establish a clear reflective methodology whilst researching posture as the notion of posture carries with it many “everyday taken-for granteds” (Bolton, 2014, p. 8) that I need to challenge and evaluate. Models, such as Kolb’s Experiential Learning Cycle (Kolb and Kolb, 2013) and Gibbs (1988) Reflective Cycle that form a continuous flow of reflection and action will be of use when implementing by new knowledge in the teaching studio, leading me to constantly assess the effectiveness of my new strategies. However, to effectively evaluate and describe my current learning experience, I felt I needed to use a model that had less of an “unfinished business” (Ghaye, 2010, p, 16). The three point model of Borton (1970) asking the questions, ‘what?’, ‘so what?’ and ‘now what?’ gave me three clear points to frame my experience. I was also able to draw on Jay and Johnson’s (2002) typology of reflective practice, ie. ‘descriptive’, ‘comparative’ and ‘critical reflection’, to ask myself searching questions to guide my learning.
It was important for me to establish “a well-defined image of what is to be learned” (Jay and Johnson, 2002, p. 74) and how my background and own experiences of being taught to sing have shaped my assumptions regarding posture in singing (Finley, 2008). I decided to research a broad overview of posture, particularly in children and adolescents, as I feel it is important to embed the foundational principles of voice technique in young singers. Different voices present different problems in the voice studio and often finding the solutions to these problems can mean ‘learning on the job’, unless the specific difficulty is one that I, the teacher, have experienced and solved as a learner myself (Crocco and Meyer, 2008). Although, I was always told what proper alignment entailed, in line older pedagogical styles, such as Vennard (1967) and Miller (1986), posture did not particularly present a problem for me as a vocalist and did not play an active part in my own vocal education. Coming from a dance and ballet background also meant that good alignment was fairly established before I even began voice lessons. This has led to me to presume that achieving postural alignment is an inherent concept when “the reality is that proper posture must be acquired through appropriate muscular training based on scientific principles” (Schneider, Dennehy and Saxon, 1997). Here I realised that I needed to make sure I do not ‘rationalise my existing practice’ (Loughran, 2000) and consider the perspectives of my students (Bolton, 2014). 

To begin my research, my core reading focussed on the views of different pedagogues. It was clear that postural instruction has evolved to include a much wider knowledge of anatomical structure for both the teacher and student. This led me to read anatomical articles and books to gain a deeper understanding of anatomy and how specific uses of the body can effect the vocal mechanism. The usage of the body is such a vast topic that I had to be careful not to delve too deep, as I wanted to make sure I was getting a complete overview of postural alignment rather than one specific area of the body. In order to select the most appropriate details to include in my research, I needed to consider who my practice best serves (Ghaye, 2010) and identify the postural needs of girls aged 12 to 18 years. In scrutinising the effects of puberty on posture and the most common misalignments, I was able to direct my research to more targeted areas. There were lots of articles relating to posture in childhood but very little research on how the changes in children might affect their singing. I was able to draw on the research of adult voices to draw hypotheses as to how this may affect adolescent voices.

On investigating my past experiences and considering my “routine action” (Dewey, 1933 cited in Warwick, 2007), I concluded that I don’t always give posture enough consideration and often resort to a “quick fix approach” (Grant, 2014, p. 231). I considered Smyth’s (1991, cited in Ghaye, 2010) guiding question of “what acts to constrain my views”? Working in independent schools, there is often pressure to push students through singing examinations, so often time feels limited, and quick verbal instructions to correct faults can ensue. However, I recognise that the long term benefits of resolving foundational principles of vocal technique outweigh the short term successes of achieving grades and would like to challenge these behaviours, of mine, and also of the music departments in which I work. 

When looking at the comparative or ‘so what?’ part of my learning, I was struck by how most pedagogues and researchers desired the same or similar end result but differed in how posture is presented in lessons and the terminology used. The verbal and corrective nature of traditional pedagogy of the likes of Garcia, Miller, and Vennard undoubtedly works for some but Feldenkrais (1985, p. 108) states that “if we focus attention on posture….most people make absurdly bad use of themselves”. As Bolton (2014, p15)  says “a mismatch between a teacher’s intentions and a child’s understanding must happen so often”, so it is important I tailor my approach to the individual and gain as much insight to different approaches as possible. 

The move towards somatic education is entirely logical as the skeleton and much of the vocal apparatus are deep inside the body and can only be sensed through movement (Malde, 2009). Due to the limited nature of this study, I was unable to detail all the different approaches to postural teaching but gained enough of an overview to direct future exploration. The Alexander Technique aligns more with my current teaching strategy, which uses conscious direction in its approach, whereas the Feldenkrais Method allows for more exploration (Grant, 2014). Trials on the effectiveness of these methods centre largely on musicians and performance outcomes (Klein, Bayard and Wolf, 2014, Paparo, 2021), so it was difficult to conclude whether these methods were useful for improving posture in singers. A lot of the exercises require time and often floor work (Peterson, 2008), which is not always practical or well received by shy teenagers but the ideologies of both methods have given me new approaches which I can implement and adapt depending on the individual student. Body Mapping is tailored to musicians and singers and I concluded that exercises drawn from advocates of this technique would be particularly helpful in my practice. Again, there is little research to validate effectiveness, so I will need to constantly use “reflection in action” within my practice and keep “reframing” (Schön, 1987, p. 49) the exercises I have researched to best suit individual situations. 

Looking forward and assessing the ‘now what?’ of my learning journey, I have discovered areas of my practice I would like to develop. I would like to continue to develop a teaching strategy for maintaining good body usage in my students that encourages exploration. Although this type of somatic learning is designed to help the student become more self directed, it is important that I, too, learn to adopt the same somatic awareness in order to be able to re-direct the student to find new patterns of learning (Gilman, 2014). Learning to see “parasitic actions” (Feldenkrais, 1985, p, 106), “diversionary movements” (Gilman, 2014, p.27) and interpret the underlying problems is a strategy I aim to embed in my practice. To achieve this I will need greater depth of anatomical knowledge and enhanced understanding of the way the structures of the body interact. A deeper exploration of motor learning theory would also enhance my teaching.

The psychological impacts of puberty can have a profound affect on self confidence and posture (Yarnall, 2006) and I want to gain a deeper understanding of how this may effect posture and ultimately other areas of voice use and performance. With a better understanding of the changes my students are experiencing I will be better placed to tailor exercises and classroom strategies to their individual needs. 

The differing opinions with regards to the effects of head and neck flexion/extension invite further research and this is an area I would like to explore within my practice. Knight’s (2013) study and the views of Doscher (1994) contradict the balanced head position of traditional training and I would be interested to research if there is an acoustical benefit to a backward tilt of the head and how this might influence future teaching.

In the wider context, I would like to increase my involvement in the community of the music departments in which I work. As a reflective practitioner I tend to focus mostly on introspective learning and would like to be more proactive in collaborating with my peers (Finley, 2008), so that the importance of body usage and alignment is promoted in all areas of singing within my schools. 

Personal Development Plan


	Why am I doing this course? 
	I am a visiting singing teacher in independent girls’ secondary schools. It is my aim to consolidate and further my understanding of the foundational principles of singing technique and explore current ways of thinking in relation to the changing voices of this cohort. 


	What is the direct benefit to me? 
	The flexibility of the course enables me to study subjects that most benefit my teaching practice. The professional development in my chosen areas would give me the confidence and the knowledge to bring better practices to my schools’ music departments. 





	Developmental area 
1. Gain a deeper understanding of anatomical structures and their working relationships.
 

2. Research and source appropriate classroom aids to enhance kinaesthetic experience.



3. Further research of somatic teaching concepts.









4. Understanding of pubertal changes and their impact on students.








5. Design exercises to help improve postural awareness.











6. Research the effects of head extension on voice quality.






	Action:
· Further reading of material relating to movement and anatomy, including use of the MA library resources. 

· Research current findings on how different positions and extraneous tensions affect the vocal mechanism specifically.
Deadline:  1st August 2022

· Find accurate skeletal models with moving parts and anatomical images to help students understand the structure of their body.

· Discuss resources with peers and other music educators to exchange ideas.
Deadline: 1st June 2022

Action:
· Attend workshops and/or courses in somatic education such as Feldenkrais, Alexander Technique and Body Mapping
Deadline: 31st January 2023
· Further reading of motor learning theory to enhance how concepts are presented to students.
Deadline: 31st January  2023

Action: 
· Further reading regarding pubertal changes and how bodily changes can impact posture.

· Research how the psychological impacts of puberty may effect posture and the subsequent consequences for other areas of vocalising. eg. Breathing, phonation and performance anxiety.
Deadline: 31st January 2023

Action:
· Through knowledge gained in points one to four, design exercises to be used in the one on one setting that take into account the practicalities of small school practice rooms.

· Ensure that exercises and strategies are available and suitable for students that are facing confidence issues during their pubertal changes.

Deadline: 31st December 2022


Action:
· Research the perception of voice quality in different ranges of head extension and in different styles of singing.
Deadline: 31st January 2023
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Appendix A

Exercise for creating awareness of A-O (Antlanto-Occipital) Joint

This exercise is based on Allen (2013) and can be used to show how the skull balances and moves at the A-O Joint. The first part demonstrates to the student that if we mis-map the jaw as part of the skull we are likely to hold tension in the neck muscles. The second demonstrates how the head can move and align without extraneous tension.
1. With the right thumb on the tip of the chin and left index finger at the base of the skull, rock the head gently up and down. Make sure the hands are making the skull move. You will notice tension and that the jaw juts out.
2. Now move the right thumb to the bottom of your front teeth and rock this unit gently up and down. You should notice that the neck muscles release and the skull will rock more easily. Notice too that the skull comes to rest in a balanced position with the top teeth parallel to the floor.



Exercise for Head Alignment

This exercise may be useful for students that habitually tilt their head to one side. It demonstrates to the student that the perception of their head alignment may not be reality.

1. Sit in front of a mirror, on a chair in a position in which your pelvis is stable and square to the mirror. Your arms straight out to the side, palms facing down and in a straight line through the body, both hands in line with the shoulders. 
2. Close your eyes and turn your head from side to side. Try to sense where your ears and the top of the head are in relation to your shoulders and spine. Keep everything still, only move the head.
3. Find the place where your head feels completely centred. Now open your eyes. Check to see if your head is tilted or turned off centre. Look to see if your eyes and ears are straight.
4. If your head is not centred, correct your position and notice how this feels. Now repeat the exercise with the eyes closed to see if you can recreate the centred position. Repeat as necessary (Thompson and Thompson, 2018).





Exercises for finding Thoracic Balance

This exercise will raise kinaesthetic awareness of thoracic curve:

1. Lie in the semi supine position with the palms of your hands resting on your lower rib cage. Your bent elbows should rest on the floor.
2. Allow time to lie in this position and allow gravity to lengthen the spine. Notice your breathing and notice if you are holding yourself up anywhere. Allow yourself to sink further into the floor.
3. Look to the right with your eyes and allow the head to gently roll to follow. Return to centre and repeat to the left. Notice how easily you can move in this position and use your kinaesthetic awareness to feel this balance.
4. Stand up and try to find the same sense of balance (Allen, 2013,  Schneider 2014).

Some pupils may be embarrassed about lying on the floor or space may be restricted so this exercise could be an alternative:

1. In a standing position, place one hand on top of the head.
2. Push the top of the head against the hand and resist with the hand.
3. Remove the hand and notice how this alignment feels (Calais-Germain and Germain, 2013).

A third exercise:

1. Walk slowly backward. This encourages a more balanced spine.
2. Notice how the spine feels as you find your balance (Miller, 2004, Allen 2013).


Exercise for Pelvic Alignment

1. Stand on the balls of the feet with arms by the side.
2. To keep balance, focus on the sacrum. Try to keep the sacrum still. To achieve this the torso will need to be centred over the pelvis.
3. Close your eyes as an extra challenge.
4. Think of lifting the rib cage up and away from the hips. Press the hips and pelvis to the floor. Feel the lengthening of the sides of the body (Thompson and Thompson, 2018)







Appendix B

Exercises to Show Effects of Incorrect Head Alignment

This exercise shows the effects of forward head placement on the neck muscles and the consequent effects on voice quality:

1. In a standing position. Thrust the head forward. Feel how the neck muscles engage in this position. 
2. Return to a neutral position where the neck muscles feel more relaxed.
3. Repeat steps one and two whilst vocalising.
4. Listen and feel how this impacts your vocal quality (Allen, 2013)

This exercise demonstrates the effects of head tilting on the position of the tongue and subsequent voice quality:

1. Start in a neutral position and notice how the tongue naturally sits in the mouth.
2. Tilt the head slowly to each side. Notice how gravity moves the tongue in the same direction as the head.
3. Tilt the head forward and then back. Again, notice how the tongue falls in the same direction.
4. Repeat steps two and three while singing a constant vowel sound. Notice how it impacts vowel and voice quality.
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