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.

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



Be inspired, relax and move to the sound
“…singers who are highly trained, and in some cases have been recognized through success in competitions, generally do not have accurate knowledge of the mechanisms associated with their singing performance” (Hixon and Collaborators 1987, 369).
Competition winners who do not accurately understand what they are doing but perform better than others begs an obvious question.  How can they perform that well and not know how they are doing it?  I want to create a wholistic voice production method that is suitably pitched for a College age student. Specifically, Musical Theatre students aged 16-19 years so they can both perform well and also know how they are doing it. Looking at the whole vocal production system in enough detail is beyond the scope of this assignment. With this in mind I will look at the complexity of the respiratory system as a starting point for further work. Understanding exactly what singers do can be  difficult to ascertain with accuracy, not least because the respiratory system and how it is used by singers has been shown to be both complex and varied  (Traser et al., 2017, 70). I will look at some of the complexity of the respiratory system but because it is not a completely independent subsystem (Herbst, 2017, 249.e13)  I will then consider how it  affects and is affected by other parts.  I will suggest there might be an underlying principle of natural movement that may be the basis to help a college age Musical Theatre student understand and use efficient breath support. I will consider some of the singing demands made of a Musical Theatre performer and show that  Musical Theatre singers, in particular,  use a variety of breathing strategies, to achieve the desired sound (Emerich Gordon & Reed, 2020, 3). I will then consider that tension can impact the efficiency of breath support and that releasing tension can positively affect the desired sound. I will look holistically at the body and mind and consider how the natural and synergistic use of muscle movements and  body momentum might help support the desired sound efficiently and positively (Kilpatrick, 2020, 31). 
"Breath support is defined as the ability to control breath pressure, subglottal resistance, and airflow for a desired sound and is essential for excellent singing" (Emerich Gordon & Reed, 2020, 2). Without airflow and subglottal resistance there is no phonation. However, firstly, what sort of breath support do we actually mean because over the  past 400 years our understanding of breath support has changed more than once (Morris, 2014, 95). Secondly, what do we mean by ‘a desired sound’ when for most of the past 400 years vocal pedagogy has focused very much on classical singing. For the Musical Theatre singer the desired sound could well be classical but equally it could be commercial, contemporary, blues or any number of other styles (LoVetri et al., 2014, 55). On a basic level the diaphragm and the abdomen, along with the ribs coordinate movements to act on the lungs (which is an open compartment) to take in and expel the air needed to create the sub glottal pressure (sgp) for phonation (Watson & Watson, 2019, 6). However, “neither the underlying functional relations between diaphragm (DPH) and rib cage (RC), nor differences to normal breathing are yet understood” (Traser et al., 2017, 70).  This may easily confuse a Musical Theatre student.  What is clear though is that different muscles are used in different parts of the respiratory cycle (inhalation and expiration) (Ramli et al., 2019, 7). For example, the diaphragm as a striated muscle and is good at consciously, or unconsciously, pushing the abdomen out for inhalation but not good at pushing the lungs in for exhalation (Watson & Watson, 2019, 4).
Emerich, Gordon and Reed (2020, 2) discuss three different breath support approaches: 1. the diaphragm moves the abdomen outwards for inhalation and the abdomen contracts moving the diaphragm back for exhalation. 2. The musculature (costal and back) remain expanded during singing. 3. The abdomen is held tightly in during singing. Watson and Watson (2019,12) report a breathing strategy where for repeated notes the abdomen and diaphragm alternate their movement. Just from these examples it is clear there is more than one way to get the desired sgp for phonation (Mendes et al., 2020, 1). 
As the lungs are not muscles they are reliant on the respiratory system to enable it to provide the airflow as needed. (Watson & Watson, 2019, 2).  As lung volume is reduced through phonation the respiratory muscles adjust to dynamically support the spg  (Herbst, 2017, 249.e15) usually in some combination of  respiratory breaking by “gradually reducing inspiratory muscle activity." (Watson & Watson, 2019, 3) and, depending on the desired sound, bringing in expiratory muscles as needed. For higher pressures more expiration muscles are activated (Emerich Gordon & Reed, 2020, 3). The basic concept after inhalation is, depending on the sound you are after: 1/ gradual release of inhalation muscles 2/ exhalatory muscles are added as needed. Or even simpler to guide the College Musical Theatre student - release and push when needed. Emerich Gordon and Reed (2020, 3) discuss the transversus abdominis and obliqus internis muscles as being essential to creating pressure and the pelvic floor muscles can be used for a more efficient exhalation while the sternocleidomastoid and latissimus dorsi are useful in preventing the sgp from getting too high. Watson and Watson (2019,10) state that the Latissimus dorsi (a back muscle) can activate during inhalation “as the lungs near full vital capacity.” From this we can see already that different muscles are able to come into play in a myriad of combinations. It is fortunate that you can monitor the sgp and thus dynamically adjust the balance of respiratory pressures (Watson & Watson, 2019, p8). Compared to non-singers, classical singers generally “sing with higher lung volume, use air from their reserve capacity, inspirations are quicker and deeper, expirations are longer and more controlled”. Although classical singing is not Musical Theatre singing, Musical Theatre’s legit singing (which is the equivalent of the classical sound) is still a major part of the stylistic repertoire. We can see however that breathing strategies employed by Musical Theatre performers tend to be more varied “not least because they are often dancing as well as singing” (Emerich Gordon & Reed, 2020, 3).  This also makes sense for stylistic reasons where the sound can be anything from breathy to pressed, from legit to belt and anywhere in between (Chandler, 2014, 38). 
Lung volume is important as it can affect vocal intensity (Ramli et al., 2019). Also  when lung volume is higher elastic recoil may play an important part in the natural mechanics for phonation (Watson & Watson, 2019, 8). This recoil is also present in the other compartments of the pulmonary system (Herbst, 2017, 249.e14). At this point it is useful to note that when forced expiration is required, such as coughing, sneezing, or blowing (Emerich Gordon & Reed, 2020, 5) the muscular response is naturally reflexive and not tense. And it is clear from Chen et al., (2016, 461) and (Dimon, 2013, 19) that natural movement can take the tension away. Release combined with natural movement may well be a useful focus for the musical theatre student.

Luchsinger and Arnold (1965,1) stated “the technique of breath support demonstrates the close inter-relationship among the functions of respiration, phonation, and resonance”. In Maximum Phonation Tests  the results suggested that either glottal resistance or reserve air could substitute for each other but it was difficult to identify exactly what was doing what (Cunha et al., 2019, 835). We now know singing is a complex interaction between the subsystems (Herbst, 2017, 249.e19). Having to dynamically balance both “laryngeal and respiratory factors possibly explains why different singers use different breathing techniques to achieve the same outcomes." (Ray, Trudeau and McCoy, 2018, 644.e26). 
Trained singers use more glottal adduction than non-singers (Sundberg & Sundberg, 2018. 23).  This glottal resistance has a major synergistic part to play in phonation. The closure of the vocal folds themselves do not create the sound. It is when the sgp is greater than the glottal resistance that the folds are set into oscillation for phonation (DeJonckere & Lebacq, 2019, 645.e38). The sgp level in combination with the vocal folds closure type can affect: the type of onset, the amplitude and the harmonic content (Ray et al., 2018, 644.e25). “Both adduction types (cartilaginous adduction and membraas does nous medialization) affects the glottal airflow" (Herbst, 2017, 249.e14). Thus, the sgp is synergistically linked with amount and type of glottal resistance (Lin et al., 2020, 1). Ventricular folds as used in some styles can also impact on glottal resistance (Oren et al., 2020, 7).
Vocal tract positions change for different pitches, so flexibility in breathing strategies is needed (Emerich Gordon & Reed, 2020, 3).  A professional singer can move the vertical height of the larynx  quite considerably through the use of the strap muscles from above and the pulmonary system from below (Herbst, 2017, 249.e14) and any changes in vertical larynx height, changes both the supra and sub vocal tract length and that affects the tone (Herbst, 2017, 249.e14). Changes in vocal tract position can affect the: “fundamental frequency, glottal flow amplitude, and the mode of vocal fold vibration” (Herbst, 2017, 249.e14) “The amount of nonlinearity depends on the vowel produced and the varying glottal shape” (Palaparthi & Titze, 2020, 107).  Interference patterns can potentially destabilise vocal fold vibration and result in vocal breaks and chaotic patterns (Herbst, 2017, 249.e14).  Vocal tract shaping, in combination with cord adduction changes and the spg can boost or reduce resonant frequencies. Vowels are special, not least because of their formant constraints but because “singers have to be able to produce similar sounds for the particular style” (Chandler, 2014, 42). 
Musical Theatre’s multiple stylistic requirements dictate  flexible and interconnected  breath support strategies - e.g. for speech-like qualities, to twangier qualities, from legit to belt and beyond (Lovetri et al., 2014, 58-59). For the student this complexity may not be helpful and maybe just being aware of the interdependencies and that there is more than one way of achieving may be enough to put technique into context. 

Prior to electronic amplification, there were only two kinds of vocalists who could fill a theatre with the sound of their voices without help - classical trained singers and untrained belters. And these two singing styles: Operetta and vaudeville (Lovtri et al., 2014, 54) are the basis of much of our Musical Theatre repertoire. The demands of eight shows a week and the influence of more contemporary/commercial styles means the Musical Theatre performer needs a flexible, responsive and healthy approach to breath support. 
LoVetri, Saunders-Barton and Weekly (2014, 70) consider the difficulties in the song Defying Gravity from Wicked. The high note cannot be appropriately sung in legit (classical voice) as the musical intention and the character demands (however the singer achieves it) a strong, edgy, harmonically rich loud speechlike singing (LoVetri et al., 2014, 70). This high pitch mix/belt vocal quality was thought too difficult and too ugly only three decades earlier on Broadway and was rarely done. Now it is a normal part of the stylistic repertoire. LoVetri, Sunders and Weekly, then explain how this vocal quality is setup referring to being relaxed, the head position, strong pressure from the abdominals, wide mouth with the jaw dropped. Each of these interdependently affect the vocal tract resonances, the respiratory system and the laryngeal area. The song demands are great and careful training is required as this sound quality is susceptible to vocal damage, fatigue, tension (LoVetri et al., 2014, 72). 

Vocal loading, for example long loud phonation can produce fatigue but it is not necessarily the only cause (Gilman & Johns, 2017, 131.e1). Miller et al., (2012,100)  states that posture has an impact on vocal production and Rollins (2018,1) suggests that alterations in the body may increase vocal effort. An inefficient use of muscles and postures, such as locking knees and exaggerated head positions are observed in reporting of vocal fatigue (Gilman & Johns, 2017,131.e1). Janice Chapman identified asymmetric  alignment might affect efficiency (Chandler, 2014, 37). We know that head position can affect the position of vocal tract, trachea length, the hyoid bone, tongue position, jaw opening and compared to non-singers, singers change head position more when singing. Gilman and Johns (2017,131.e1) also suggest that changes in the pelvis can limit abdominal muscles and thus breath support. However, it might not just be muscular, postural or alignment inefficiencies that affect fatigue. There is greater metabolic cost for loud phonation and “an interesting hypothesis can be entertained that at least in some cases, fatigue may be as much a problem of cardiovascular recovery as it is a problem of neuromuscular inefficiency' (Nanjundeswaran et al., 2017, 378.e2).  There may be some  impact in wearing high heels on oxygen intake, ease of breathing as well as on the head position (Rollings, 2018,1).  However when looking at  changing posture from upright to bent over there does not seem to be a significant difference to sgp or maximum phonation time and this suggests different breathing strategies can replace each other (Cunha et al., 2019, 836). This is fortunate as the ideal posture is not necessarily appropriate for the acting needs of the Musical Theatre performer and so understanding this is very useful. Optimal breathing strategies will, and do, vary depending on singing style, the character needs and probably also on the physical characteristics of the singer (Watson & Watson, 2019,12). In fact gender (McCoy, 2005, 253) and body type may influence the type of muscular support one utilizes (Emerich Gordon & Reed, 2020, 4). For instance rib size may affect breathing strategies (Yokogawa et al., 2018, 617). The need for acting in Musical Theatre means that this dynamic approach to the body and breathing is appropriate (Chandler, 2014, 38). For the student it may be enough to know if it is uncomfortable or doesn’t sound free then fatigue triggers may be worth investigating.  

Classical singers tend to use high lung volume at the start of phrases and end with low volume. (Ray, Trudeau and McCoy, 2018, 644.e26). This takes a lot of dynamic control and you need enough oxygen to the muscles and brain to sustain effort (Nanjundeswaran et al., 2017, 278.e1). Strengthening the muscles may also help (Emerich Gordon & Reed, 2020, 5). Effective breath control is essential part of high energy performance (Chen et al., 2016, 461) and training can improve oxygen supply (Nanjundeswaran et al., 2017, 378.e10). The Respiratory Muscle Strength Training (RSMT) case study resulted in increased strength (Ray et al., 2018, 644.e30) and the subjective opinion from singing teachers was that after  RSMT their students’ sound was bigger, clearer, richer, more consistent etc. (Ray et al., 2018, 644.e32).  However, I suggest an interpretation of this might be that better muscle efficiency reduces the effort needed and results in a more relaxed and resonant sound. Morris (2014, 94) points out support is not tension and I think this is key. For example, reducing tension in the neck has shown to improve the vocal alignment and a result in a freer sound, increased voice stability, increased vibrations and a clearer voice. Consider the Rock Belt where typical advice like 'steady support from the strong muscles of the lower abdomen is considered essential to achieving a healthy belting style’ (Farnum Surmani and Mitchell 1997, 41) is given.  I think, while not necessarily wrong it misses the power of reflexive and natural movement in creating sgp. By utilising a reflexive approach in combination with muscle efficiency (and of course in conjunction with suitable glottal resistance and vocal tract shaping) you can produce a very high-volume healthy belt with very little air. The Broadway vocal coach Andrew Byrne (Byrne, 2020) demonstrates how to do this and it is clear he is tapping into primal sounds, imagery, reflexive momentum and efficient coordination of the body and  muscles. What is also interesting about this approach is that once the sound has been started you can continue the sound with less effort, and this approach takes the focus away from tension. This is a healthy approach that holistically brings together power in combination with a natural and efficient momentum which may be enough to guide a student in their practise. 


Assignment 2 
	A Reflective Review Comprising of Two Parts:
a) Reflect on your recent learning experience, and the value of learning you acquired. Assess your current competencies and identify future development needs in the context of the work situation.
b) Devise a detailed personal development plan which incorporates development objectives, activities to be undertaken, methods, resources review periods and timescales 
1,800 words



a) 
REFLECTIVE REVIEW
Surveying possible models of reflective practice I felt most appeared to be convoluted and difficult to assimilate quickly e.g. Brookfield’s (1998) four lenses, Gibb’s (1988) reflective cycle, Schon’s (1983) Reflection in and on action, Kolb’s (1984) cyclic model and even Gibb’s simplified six stages (Findlay, 2008) felt too demanding to easily get to grips with. Maybe they will provide more value in the future, now I have reflected, but then a simple model and speed of reflection appealed. For these reasons I particularly liked Driscoll’s (2007) What?, So what?, Now what? interpretation of Borton’s model (1970) I will look at a small number of critical incidents through this model.

Critical incident 1
What: Deciding to do this course. My application included statements such as: 
“My passion is really Musical Theatre, particularly voice (singing and speech) and acting in Musical Theatre. 
I read widely on voice and teach voice technique (based on the latest research but often with my own practical twist - long years of experience as a teacher) and interpretation (acting through song) to my students. 
I know I have so much to learn. 
While I am not sure what I could specifically focus on in an MA to do with what I do in my job, I do believe there is something that could be valuable and unique that I might be able to offer - possibly to do with adolescent Musical Theatre voice training? 
So what: While this suggests some of the competencies I did not actually train in voice or acting and I consider myself to be an amateur. It did mean that I had few of the “commonly-held beliefs” (Larrivee, 2000, p.296) and I am quite happy to question the status quo” (Larrivee, 2000, p.297). most of my initial understanding was through accompanying for different singing teachers at the conservatoire. Progress since then has been has been through reading widely and in teaching where I fully experienced many times the “surprise, puzzlement, or confusion” Schön (1983, p.81) of the practitioner.  Through many years of experimenting and false starts (Smagorinsky, 2015) I now feel I am a capable and “perpetual problem-solver” (Larrivee, 2000, p.297). The application was an important step in trying to work out whether I actually wanted to do this course and face insecurities I have as a practitioner (Larrivee, 2000). Of course could not fully comprehend the course and its demands fully but as Fullan (1993) cited in Warwick (2007, p.11) describes the “moral purpose in teaching” i.e. my desire to know more and thus help my students outweighed my insecurities.         

Now what: Making the decision to do this course was the right one. So far, whether I continue the course or not, it has made an immeasurable difference to my teaching and to my students’ progress already.

Critical incident 2
What: first 1 to 1 meeting with Debbie
We discussed where my research was going and it became clear that I was being too ambitious with my assignment scope. 
So what: I knew I was over-reaching sub-consciously but was too embarrassed to discuss that I was also wanting to include a method to sort out acting as well! Subconsciously I was not willing to let this go because I want to create a wholistic method in acting and singing for a College age Musical Theatre student.  However I now knew that I had to deal with my “deeply held action theories” (Bolton, 2014, p.8). This conversation was enough to start a rethink and became a turning point in starting to address the scope of the assignment. 
Now what: I am now intending to spread out my research over a number of projects to cover the ground needed to produce a wholistic method. 
I now see the value of reflecting on each decision and consider other possibilities which challenged my “deeply-rooted personal attitude” (Larrivee, 2000, p.296). Surprisingly this much narrower focus made me much more able to make links from the respiratory system to a holistic mind body approach as this was still in the back of my mind. When I found there was an interrelationship between the subsystems I knew I was on to something important. When I found natural movement was considered in the literature I started to see how this could be developed in future holistic work. By not over-reaching I have built up a much deeper and stronger understanding of how my ultimate goal may eventually evolve. This will make my research more clearly focused in future. Of even more value is that due to my understanding so far my students are making effective improvements already.


Critical incident 3: 
What: collating research: I spent a lot of the process reading widely and came up with a system through Mendeley and Excel spreadsheet to collate my research
So what: I read every article in the course library before I even thought about what I wanted to do specifically. I then read articles in the areas I felt might be worth pursuing: respiratory system, natural movement, somatics, wholistic approach, sound source, resonators, formants, motor learning. From this I realised that I found complex language and lots of scientific tables difficult to assimilate. However I knew this was “route to learning”. Bolton (2014, p.5) and although I found the respiratory system complex I preserved through repeated reading, using immersive reader, making summaries and annotations. I still find it difficult reading complex articles but I have made a lot of progress and that is valuable 
I spent a lot of time trying different software and approaches to collate my research, “principally designed to improve future action” (Ghaye, 1998, p.25).  This was messy and confusing (Schön, 1987, p.28). After many false starts on Debbie’s suggestion I tried Mendeley, which was certainly useful for references and annotating articles. I then copied all my annotations and summaries to an excel spreadsheet and this was a game changer as now I could alter the order of the information into both key sections and then manoeuvre each idea in a section to create a logical argument. This is not possible in Mendeley and I would have stopped using Mendeley if I could have found an easier way to deal with citations. I learnt that reflecting on choices in the time you have is more valuable than getting stuck with the first choice. The result was my assignment was effectively written before I had written a draft.
Now what: Continue to tweak the system I created and to to keep looking for different software (I am looking at OneNote tables initial) as I can more easily move table rows, as excel is not as user friendly as I would like, so I can try out many more combinations of an assignment argument’s ordering in a shorter amount of time to create the strongest argument. Having a effective working system in place will reduce time in preparing an assignment which is very valuable.


Critical incident 4:
What: collating research on the respiratory system
So what: I had no awareness of the complexity of the respiratory system and teaching of it was influenced by 400 years of classical pedagogy. Initially it was all too complex and I could relate to the “perplexity, hesitation, doubt” that Dewey (1933, p.25) wrote about. This encouraged me to make sense of the research little by little. Taking Ghaye’s (1998) advice to look for the positives I then focused on what I knew and not on what I didn’t and created a mind-map and mental model of the literature. This helped me assimilate new information more easily. I was then able to look back on all the concepts that I didn’t initially understand in a much more linked and coherent way. From not knowing anything I can relate to the Hermeneutical circle (Boell & Cecez-Kecmanovic, 2014)  because new possibilities of research appeared that lead to evermore in depth investigations. I started to understand the complexities; to a point where I wrote my final draft in one sitting and I knew that I understood the material. Looking back I can see the reflection on the initial perplexity was the spur to find a solution and I can carry that forward into future work. Because I understood the workings of the respiratory system on a deeper level I was also able to start to simplify it for my Musical Theatre students without adding confusion through uncertainty for them. I even made progress on developing a suitable method which could be based on natural movement and reduction of tensions and even potentially develop the holistic approach I am seeking. See appendix for how this is starting to solidify. My students have been brilliant is accepting this as a work in progress. They have been critical friends  and  have inspired me to “make greater efforts to change the deficits into strengths” (Iqbal et, al,. 2016, p.70) have their own progress has been immense. 
Now what: using the results of the research (Ghaye, 1998) I have a developed an initial model that is being tweaked weekly in light of new observations and progress. In line with “planning to take some (positive) steps to do something with what you’ve learned” (Ghaye, 1998, p.7) this will be the basis of my practical project to create a workable wholistic method for College Age Musical Theatre students in acting and singing.

Critical Incident 5: 
What: everything was collated and ready to write up. I became ill for four weeks in total and at this point I procrastinated.
So what: As a teacher I have rarely suffered from procrastination and not for a very long time. So this was strange. Reflecting on this I decided to experiment and test my procrastination with a carrot and stick approach but nothing worked. I was guilty of all three kinds of procrastination outlined by Ghaye (1998, p.10): 
• not doing anything; 
• doing the wrong thing; 
• working on something else  
I even set out all my work out on a table in front of me and all day I avoided doing anything to do with the work. I loved the work and I couldn’t grasp why I kept stopping myself. However this situation sparked research on procrastination and I eventually found the trigger to solve the issue. What seemed like a failure wasn’t it was information and I used it to solve the problem. The value to me was I had in fact learnt how my students feel first hand when they procrastinate. 
Now what: I am not sure I agree with Ghaye’s (1998) suggestion to avoid focusing on the failures as by focusing on them but as information it has certainly helped me and my students’ reflective effectively and move forward considerably faster. Because of this I am so much more helpful now with my students when they encounter procrastination.  I will continue to develop this empathic side of my teaching and I have certainly changed my beliefs through this experience.
Future development needs in work situation. Now what?
I think there may be a lot to gain from looking further afield for information on momentum, e.g. sports science or further research into somatic methods. My focus is on improving the understanding and ability of my students so they can audition well at Drama Schools. The method I will develop will consist of a routine and a process sheet showing how to prepare material in line with the latest research on how we learn this includes: active learning, error correction, motor learning and consolidation. As we are not a Drama school but an F.E college I am wanting to make it 1/ straight forwardly understandable and 2/ highly effective for the student to develop in the shortest possible time. I will measure my success on these two aspects. 










b/
Personal Learning and Development Plan 
	Why am I doing this course? 
	I have a passion for voice and acting in both Musical Theatre and plays. I love researching and I want to be surprised by what I research. I want to find assumptions in the literature and engaged in the ideas that  I find. Maybe it will lead to doing more academic research in the future.
I want to create a clear system of developing voice and acting for the College age Musical Theatre student. 

	What is the direct benefit to me? 
	Being able to pursue a goal that may be a bit off-piste and overly ambitious and challenging. To improve my teaching. I like that I can look into the latest research on for example: how we learn, motor learning, natural somatic movement as well as formants and airflow and then try and synthesis this into a workable method. The status of MA is even this late in my career might be a worthy goal in itself. However whether I pass or fail is not important to me. That it can help me teach better is.




	Developmental area 

Develop an effective set of holistic exercises
 
 








Gain a clearer understanding of the role of the learning process on performance 

	Action 
 
Informed by the ideas coming from a wide range of research (natural movement, motor learning,  how we learn, sports science) create a set of wholistic exercises which will help develop a secure and healthy development of technique which avoids unnecessary tensions and results in a technical control and imaginative sounds at the service of the actor’s/singer’s intents. Ask my students for feedback as to how much they help them in 1/ technical control without unnecessary tension 2/ technical control in service of the acting/singing intents 
strategy 
Start date: October 2020 
Deadline: To be completed for the WBL 30 credit project

Action
Create a student document summarising all the key information I have learned in through research in how we learn effectively based on the four pillars of learning but adapted through further research (e.g. Dweck’s strategic planning). This will provide a simple process for learning song/script material for performance. 
1/ Ask my students for feedback on what difference it makes to their performance ease.
Start date: November 2020 
Deadline: To be completed for the WBL 30 credit project


	Research holistic approaches which could contribute to an understanding of the role of momentum in free vocal production
 
 
 
 
 


Consider the potential of an intent led approach for technical work and preparing for performance

	Action 
Conduct desktop research around this area and gain a better understanding of the possibilities for this as a potential idea in voice production. Link any findings to adapting the vocal exercises. Use the student feedback to identify what works well and what doesn’t 
Deadline: To be completed for the WBL 30 credit project 
 

Action 
Inform the vocal exercises with acting techniques of intent (e.g Stanislavski’s objectives) in order to create effective control of a whole range of vocal and physical techniques which holistically  involves the whole body and voice. These intent then automatically brings the body and voice choices. So in performance is free and automatic without conscious interference. So integrating motor learning, four pillars of learning and natural movement. 
Deadline: To be completed for the WBL 30 credit project 
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Appendix:
This routine develops from no phonation and through natural movements builds to control of a whole variety of sounds, physicalities and intents. This sets up the actor and singer for applying technique to songs/monologues.


	ROUTINE
	DO THIS
	Good technique (notes)
	Become a Ninja

	Physical
	Superman/closed in poses
	How does each pose make you feel? Superman: Feel free to move around instantly, relaxed, open, big in the space, You want to perform with good alignment, posture (more towards superman depending on the character)
	Create character. Bring in Laban for body. Use Animal characteristics.
E.g. Meercat for quick reactions. Create characters, scenarios, suitable voices, dialogue.

	Stabilising the larynx
	Backpressure
	Relax, fill mouth with air and push back towards the larynx 
	Relax lips and see if you can still feel the same back pressure on larynx

	SOVT
	Buzzing vary pitch/speed)
	Keep relaxed
	Use a straw and do SOVT (research this) exercises

	Exploring registers
	Bobs mode 1 and mode 2
	Let the air fill mouth and use it for full sound.  Coordinate airflow (body movement). Cross train - work your weaker areas
	Sirens.
Sing songs in bobs. Develop speed between registers and between notes. Practise contemporary runs (like Whitney Houston etc)

	Basic sound production (body airflow and shape)
	Open breath to Ah sound
	Keep relaxed: Be aware of airflow and movement of the body to assist a free sound
	 

	Full open sound (body airflow and shape)
	Mah octaves
	Relax. Keep the same shape for both notes. Alter shape until get the fullest, relaxed sound
	Change octave pitches. Subtly alter shape to keep a full sound. Keep relaxed.

	Projection control
	Ring exercise
	Experiment with vocal tract shapes to increase frequencies in the sound
	 

	Shapes
	Formant 1+2 and mixed voice
	Stay relaxed: Explore vocal tract shapes to find different frequencies
	Explore how many different sounds are created by professionals and work out why. How does it relate to lyrics, character, story.

	Vowel Shapes
	A,E,I,O,U
	Neutral lips, relax shapes and flexible movement of tongue. 
	Make quicker changes with clarity

	Primal Sounds
	sob
	This is in mode 1, formant 1
	Observe professionals, make adjustments. Research for further adjustments

	 
	cry
	This is in mode 2, formant 2, spread mouth
	Observe professionals, make adjustments. Research for further adjustments

	 
	whoop
	This is in mode 2, formant 2, raised soft palette, rounded lips
	Observe professionals, make adjustments. Research for further adjustments

	Vocal setups
	legit
	Rounded lips, raised soft palette, mode 2, , 
	Observe professionals, make adjustments. Research for further adjustments

	 
	twang
	Contract A.E.S
	Observe professionals, make adjustments. Research for further adjustments. 

	 
	edge
	Spread mouth
	Observe professionals, make adjustments. Research for further adjustments

	Independent changes
	Airflow: little/lot
Vocal cords: loose to highly compressed
AES contraction
Formant 1+2, mix
Legit/edge
	Independently and in combination alter amount of each
	Try different vocal cord compressions (loose to high compression), while keeping everything else relaxed

	effects
	Glottal soft/hard onset, glide, creak, yodel, 
	Add to as you find further effects.
These are used more in contemporary music
	Observe professionals, make adjustments. Research for further adjustments

	Monologue
	Change sounds, physicality and intents quickly
	Change shapes, listen to the created sound and create characters (speech, movements, gestures) from this. Be virtuosic - extreme changes. Have fun 
	 

	Song
	Change sounds, physicalities and intents quickly
	Change shapes, listen to the created sound and create characters (speech, movements, gestures) from this. Be virtuosic - extreme changes. Have fun
	 




The process of working on script and song
PREPARATION
	Monologue
Song
	READ THE PLAY
READ THE LIBRETTO
	Background research


 
COLLATING Key information/ideas (What) This section can all be done by reading and rereading many times. SLOWLY you will start to see the character, context etc (So What),
 
	Sensitive to the words
	Build up understanding from each phrase in turn
	punctuation
	Define unknown words
	Can you build a logical and interesting character and an imagined world from the information?

	Sensitive to the context
	Build up context
	Create relationships: 
· Others
· environment
	 
	Can you see the detail and develop a reality?

	Sensitive to the  ideas
	Build up ideas, maybe from summarizing text, to then digging deeper
	Peeling an onion -  getting to the deeper layers
	 
	Have you got insight into human needs?

	Sensitive to the structure
	What's the path (flow) through the monologue/through the ideas
	Unanswered questions creates the reason to continue talking/singing
	 
	Can you unfold the story in an engaging way?

	Intents
	What are they for this character and story? Why these – are they strong enough, deep enough, human enough to carry the monologue
	 
	 
	How good are you at understanding the character in context?


 
 
ACTIVE ENGAGEMENT and SORTING (Now what) This must be practical and refer back to connect what you have understood. 
 
	Technical work
	Control of variety of tones, physicality's and thoughts that change every few words.
	Possibilities: as many changes as possible connect to intents and build up your technique repertoire


 Gradually modify the technical work as you develop your research to modify your extremes to bring it them inline to what you know about your character/context.
Then:
	Intents
	Slow down for technical clarity
	How does the character feel about the words, the relationships, the structure

	Structures
	Slowly clarify the path
	Flow, earn the breaks

	Your version
	Slowly come to your version of the story/character?
	How is this character different from others?



MONOLOGUE SORTED - preparation complete
 
ERROR CORRECTION Motor Learning You now must let go and have fun. You are not sorting here but performing.
	Rehearsing as performance
	Stoke the embers. Light the fire and let it go. 
	Do not think or interfere. You have done all the work now let it happen
	 



How the above is brought together (shorthand overview for the students)
	Technical control of colours/physicalities etc
	 
	Research

	 
	Research will inform how you bring stuff into your character
	 



