	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%.





BMPF 7003: Working and Learning; An Introduction to work-based Higher Education. This is a two-part assignment.


The Impact of Science on Voice Pedagogy; An examination of the use of science and imagery in the Teaching studio.

This study will examine the literature concerning the extent to which Science has informed the art of singing teaching and voice work, with a view to expanding my knowledge and applying it to my own teaching strategy. I am a singing teacher and vocal coach, currently working within schools and as a private practitioner. I also work as a Police Offender Manager, with Registered Sex Offenders, and plan to develop a program of training for Service Professionals, such as Police, to use their voice effectively and efficiently in their work.

This essay will focus on the following key themes;
What are we teaching when we teach singing?
Defining imagery.
The use of imagery in teaching singing.
Critically examining the impact scientific research has made to vocal pedagogy.

To begin with, I will look specifically at the efficacy of Imagery and scientific information as pedagogical tools and their application in the teaching studio. I do intend to extend my research to the spoken voice, but in this first instance I will focus on my practice as a singing teacher.

In order to critically examine how science has influenced the teaching of singing we must understand what is being taught.

How do we define singing? 
Singing is the act of producing musical sounds with the voice, with or without text. Singers use their voices as creative tools to convey emotions and tell stories. It is an ancient form of communication, passed down through generations and cultures in many forms and styles across the world. In the best cases, singing conveys the singer’s emotions speaking directly to the emotions of the listener (Chapman, 2012).   
Since the early days of Bel Canto singing in the 1700’s, singing teachers had no knowledge of the physiology of the voice and were in essence, teaching ‘blind’. This lack of knowledge gave rise to the use of imagery as a pedagogical tool. The teachers were accomplished singers and often also composers, and through a repeated trial and error process, the student would learn by imitating the master until the desired sound was reproduced (Callahan 2014).

What is Imagery and why is it used to teach singing?
In order to assess the use of imagery as a pedagogical tool, it is important to understand what is meant by the term ‘imagery’.

‘Imagery is defined as comparative language, simile, metaphor, or a picture which may or may not reflect physical reality’ (Freed, 2000, p.6).

The voice is created inside the body, unlike other instruments, small movements of the vocal apparatus cannot easily be seen and often cannot be felt. Therefore, teachers often use imagery as a way to describe the kinesthetic feedback they experience in an attempt to help the students visualise what is happening inside their larynx. The imagination is unlimited and imagery can be a powerful tool for developing the singer’s performance artistry and creativity (Callaghan, 2014; Michael, 2020; Patenaude-Yarnell, 2003).

Using imagery in the teaching studio in a practical sense might involve the teacher instructing the student to replicate a natural, every day action, with directions such as; ‘smile inwardly, as if you are laughing at a private joke’, ‘imagine breathing in steam to clear a cold’ or ‘imagine you are inhaling deeply the smell of fresh bread’. The majority of students should be able to complete these tasks simply and without the need for significant analysis (Miller, 2004; Pattenaude-Yarnell, 2003).The purpose of visualising and carrying out these movements is to encourage deeper breathing and, internally, retraction of the false vocal folds, preventing constriction. These techniques can prove effective, as they are images and actions that students of all ages and backgrounds are likely to have experienced and can easily replicate. Trying to achieve successful outcomes through discussion and description of complicated, internal voice mechanics is likely to be much more problematic, for all but those who already have a relatively detailed knowledge and understanding of the associated physiology.

Imagery as a pedagogical tool has been used since the Bel Canto Masters and passed down through teacher-singer oral traditions (Stark, 1999; Callaghan, 2014). Imagination is developed as a result of our life experiences, the music we listen to, the art we have seen, and the books and poetry we read. We develop our own aesthetic preferences and choices which can influence us as students and also as teachers (Patenaude-Yarnell, 2003; Miller 2004). It is widely understood that imagery was employed as a necessity prior to the advancement of science. Despite these scientific advances, however, many modern teachers retain a commitment to the use of imagery in their teaching and maintain that imagination and imagery continue to be vital to the teaching of singing (and music in general) and the art of performance (Patenaude-Yarnell, 2003). In his Journal of Singing article, Freed identified two reasons for continued use of Imagery in 20th Century American Vocal Pedagogy; The ‘Oral tradition’ and successful performers who become teachers and base their pedagogy purely on their own physical sensations (Freed, 2000).

As a result of my own development and teaching experience, I am inclined to agree with pedagogues such as Miller and Chapman, who, although not entirely dismissive of the use of imagery, do foresee problems if it were used in isolation when teaching (Chapman, 2012; Miller, 2004).
 ‘One of the main problems with this system, I believe, is with the singer’s own aural perception of his or her sound’
(Chapman, J., 2012, 18).

Imagination is born primarily in the mind of the student/singer and relies, to a large extent, on their personal aesthetic choices as its foundation. Principally, Imagery tends to be a means for the teacher to guide the student towards a mental picture that aids identification
of the sensation after a specific technical principle has been accomplished (Pattenaude-Yarnell, 2003). Since the teacher usually proposes the nature of the imagery to be used, it is important that the individuality of the student is considered when appropriate terminology is decided upon. The use of vague descriptive terms or words that are unfamiliar to the student is unlikely to promote effective communication. For example, the desired sound might be described as being ‘rich’ or ‘richer’. This might be familiar and readily understood by the teacher, but such terms have little or no descriptive quality to assist the student in achieving the required outcome (Miller, 2004).
 ‘no matter how charismatic the medium, all subjective, nonspecific information can be only minimally handed down from one person to another’ (Miller, R. 2004, 202-203). 

According to McDonald, Klimek and Estill some imagery can work effectively as a perceptual cue. For example; a student might be asked to imagine they are carrying a balloon under each armpit and to gently squeeze, or to assume the posture of Superman whilst speaking. These relatively simplistic images might be used to help the student engage the muscles of the torso used for postural stabilization, without the need for any technical or complicated terminology. These are prime examples of an entirely appropriate use of imagery to engage the desired physiological response in the student’s body (Chapman, 2012; Estill, Steinhauer and McDonald Klimek, 2017). By contrast, the use of imagery reliant on scenarios that are likely to be more difficult to visualise and understand, such as, “sing into the Masque”, or “sing from your pelvic floor” may serve to confuse the student and inhibit their learning potential. Unhelpful directions such as these might prove useless, as they may well be physically unmanageable (Miller 1998).

Science in Vocal Pedagogy

Vocal pedagogy has changed significantly over the last 50 years. With the evolution of Science, technology, Medicine, therapy and other fields, and a more cohesive and holistic approach to voice science, it is possible to build a methodology to successfully teach many, what was traditionally reserved for the few (Callaghan, 2014; Chapman, 2012, Miller, 2011). Some pedagogues believe Imagery has little or no relevance to training the voice, believing that a student seeks tuition merely to overcome certain physical limitations which can be remedied with science alone and any vocal issue can be resolved with physiological focus (Reid, 1983). Although few present-day pedagogues would assert that their teaching is entirely science based, many would now compare their own pedagogic history with the emerging scientific information in order to adjust or confirm their teaching methods to best suit the student.

As previously stated by Hollien, Brown, and Rudolf Weiss, knowledge of science can serve to explain reality and may in turn lead to the application of effective techniques. (1999 Journal of Singing) Equally important, it can sometimes highlight practices which are inefficient and even unsafe, and which may hinder development of the student. In her 1994 text, Doscher talks about the physiology of the singing mechanism and vocal acoustics, likening the teaching of singing to that of training elite athletes. 

There is an increasing recognition that training the voice, as an instrument, is best achieved with exact communicative vocabulary. With the advance of scientific research, the teacher can now not only evaluate the sound created by the student, but also understand how the parts of the vocal ‘instrument’ work cohesively. However, the scientific terminology used can still be confusing when historically terms were based more on how it felt to make a sound (Hollien, Brown and Rudolf, 1999). There is no doubt that vocal pedagogues have built their anatomical and mechanical knowledge of the voice considerably in recent years. However, the disparity in language styles and vocabulary used in artistic and scientific discourse can muddy the path between knowledge and practical application and can explain why teachers often stick to terms such as ‘head voice’ and ‘chest’ voice as the student is still intrinsically relying on perceptual feeling to adjust their sound.
In her series of ‘Dispelling vocal myths’ articles for the Journal of singing; Deirdre Michael states;
‘In my Eighteen years of treating singers with voice disorders in a voice specialty clinic, hundreds of them have presented with some kind of problem with their singing technique’ (Michael, D, 2010 p.547).

Through her ongoing work Michael came to the realisation that many of the problems her students presented with had developed as a result of the student’s misconceptions about vocal technique, or about their own voices. Clearly these students are unaware of their errors and find it easier to address their technical issues once they understand the anatomy and physiology of the voice (Michael, 2010). 

The Science versus Art debate has raged for many years and will probably continue to do so. This either-or argument suggests that there are only two choices and one is preferable. I would suggest that the advances of science and the general integration of science and technology into our 21st Century lives makes the synthesis of vocal science and vocal artistry somewhat of an inevitability (Helding, 2009).

As I began to teach, I realised that we all learn in our own ways, and what worked for some, did not work for all. I needed to adapt my teaching style, vocabulary used and the balance of imagery and scientific information used according to the cognitive ability of each student (Miller, 2004). Often, inquisitive students raised more questions than I could answer. I was concerned that my own knowledge gaps could be a potential barrier to my student’s learning and this led me to seek out more advanced training, in order to understand more fully the physiological aspects of voice use and, in turn, how to impart that to my students, along with my own use of imagery, in a way that would suit their individual learning style.

I am in agreement with Jo Estill in that performance magic can only be achieved when there is both functional control and artistry working in harmony (Estill, Steinhauer, McDonald Klimek, 2017).The role that imagination plays in the development of a musician cannot be contested. It is particularly useful to the singer, unique among musicians, who cannot feel, see or touch the instrument. To a certain extent, Imagery is essential for vocal instruction. As Appleman states; 
“all artful singing is conceptual. A Singer cannot possibly sing a pitch knowingly without first conceiving it as a sensation. Equally a singer cannot establish a controlled vocal quality or control variations in intensity, without first conceiving these elements as sensations” (1967, p9).

However, in order to realise this concept, the singer must have the physical ability to create it, which is a matter of co-ordination and control of the instrument (Miller, 2011).

Singing pedagogy is a field in which several disciplines contribute, and I agree with Sell (2005) that singers and vocal pedagogues should be well versed in these. An holistic multi-disciplinary education is essential to adequately develop effective singers. A singing teacher can be called upon to have some semblance of knowledge in a wide range of areas, from psychology, to anatomy and physiology, medicine to acoustics (Sell, 2005). Ultimately, I believe there is a place for both scientific and empirical pedagogies although, neither in isolation. Serious pedagogues should continue their professional development throughout their career. Science is “fluid” (McCoy, 2012, 528) and is constantly evolving as new information becomes available to us. What may be considered fact today, may not be considered as such tomorrow (McCoy, 2012; Callaghan, 2014).

Through my research for this study I have identified so many more questions that I intend to explore further. However, I have made several conclusions that will impact greatly on my teaching practice.

Published works detailing scientific knowledge of the voice relates in the majority to studies of those employing classical technique. It can be difficult for modern CCM teachers to assimilate that scientific knowledge into useful practical advice in the teaching studio. 

Students have different learning styles, one size does not ‘fit all’. 

 ‘Each individual has a distinct identity. We learn in various ways. Some persons are visually     oriented, others best respond aurally or kinesthetically’ (Miller, 2004, 210).

Imagery should never be based on incomplete functional knowledge or misinformation of how the voice works. Exercises and information should be adjusted to suit the performance level and technical ability and needs of the individual student.

Imagery and play sounds are effective tools to allow the student to identify the kinesthetic feedback when attempting to isolate physiological movements. Eg. The ‘Meow’ sound can help the student feel the effect of Thyroid tilt (internally from physical feedback and externally with the fingers gently placed on the larynx). Employed incorrectly, it can also highlight the impact the tongue can have by creating a ‘false tilt’ effect when it engages strongly and pulls the larynx up and forward.

Keep terminology simple or appropriate to the student. Vague imagery based on personal experience or use of terms that are physically impossible, are not helpful.

“Information can be delivered in a number of diverse packages, but appealing wrappings cannot make false information acceptable” (Miller, R. Solutions for Singers p. 211).

In conclusion, I agree with Miller in that although caution is advised when using imagery, it can be a useful pedagogic tool when used in conjunction with already sound basic technical knowledge. Often a small piece of imagery can pull together complex actions into an easily performed task, when relayed as something already familiar to the student. An example of this would be making the sound of a ‘whining puppy or moaning child’ as a way to increase the tilt of the thyroid cartilage and in turn make the voice softer and sweeter in quality.




























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.




The use of reflective theory was vital to me in completing this assignment as I have come to this course as an experienced performer, but relatively new teacher, with no formalised qualifications in the teaching of music or singing. Although I have attended a variety of courses on different models and have now begun training with Estill Voice Training, the vast proportion of my initial pedagogic tools were learned ‘on the job’- ‘Reflection in Action’ (Schön, 1983). At times I have been acutely aware of my knowledge gaps and inadequacy as a teacher and have felt that I would be failing my student if I did not attempt to rectify that. This study has opened my eyes further to the extensive research available and the varying opinions on effective pedagogical tools; Often forcing me to question long-held beliefs and face my inadequacies as a teacher (Larrivee, 2000). This reflection has been helpful to me to analyse what I am learning and what my desired outcomes might be; ‘Reflection on Action’ (Schön, 1983).

Within my investigative role in the Police Service, I have always kept a simple verse in mind from Kipling (1998, p.62) when reflecting on events and learning opportunities. 

    I keep six honest serving men
    (they taught me all I knew)
    Their names are What and Why and When
    And How and Where and Who

Having researched different reflecting methodologies, I now understand that I was using this verse and the resulting questions as ‘tin openers’ (Bolton 2014, P.8). For my formal reflective practice, I settled on Driscoll’s 2007 interpretation of Borton’s model, (Borton, 1970) which poses three questions; What? So What? And Now What? (Driscoll, 2007). This seemed to fit in most appropriately with my current, unofficial, process of reflection. I felt this model had a more definitive conclusion and agree with Ghaye that ‘reflective cycles (such as Gibbs’ and Kolbs’s cycles) ‘have an unfinished business’ feel to them’ (Ghaye, 1998, p.16). 

‘What?’
I started my study creating a “Mind Map” from my current knowledge and began with what I considered to be the core reading on this subject- Miller (2004,2011), Chapman (2012) and Callaghan (2014).  As a result of my research, Millers, Solutions for Singers (2011) has become an integral tool in my teaching practice as the question and answer format makes it an easy reference resource.  Bibliographies from my core reading directed me to other publications and high-lighted prominent themes which directed my future research. I also used online resources such as Mendeley and Google Scholar, which I found invaluable.  I very quickly collated a substantial amount of research, which was, at times, overwhelming and occasionally more suited to my future studies than my initial quest to understand the pedagogical benefits of Science and Imagery. It was at this point that I found it important to keep reminding myself of the essay focus as I often found myself following unnecessary paths merely because I found the subject matter fascinating. In particular, I found Miller’s work Solutions for Singers (2004) to be of significant benefit to my research around the use of imagery in vocal pedagogy and Diedre Michaels’ ‘Dispelling Vocal Myths’ series of articles in the Journal of Singing (2010) was enlightening with regards to historically held pedagogical beliefs.

Initially I began by skim reading the literature as I discovered it, in order to ascertain its relevance. I kept in mind the principle of “planning to take some (positive) steps to do something with what you’ve learned” (Ghaye, 1998 p.7), which kept me focused on my objective to develop my knowledge and understanding of pedagogical tools in order to implement them effectively in my teaching practice. I disregarded literature for a variety of reasons; such as, it was irrelevant or repeating information I had already un-covered or I was unsure as to the validity of the source. I also maintained a collection of literature that I discovered, which was not relevant to this study, but may be useful for future study modules. I had a clearly defined theme for my study, so wading through the vast amount of literature available to me was relatively straightforward.


I found some of the scientific literature difficult to decipher, as the construction of ‘scientific’ vocabulary differs greatly from the ‘artistic’ language that I am more familiar with. My instinct when faced with vocabulary that I do not understand is to lose focus, ‘switch off’ and opens me up to the distraction of more interesting, if not relevant, literature. I am easily frustrated by academic writing that I find difficult to read and this leads me to avoid studies in areas that I find have a more scientific base, such as acoustics.  In this respect I have identified areas to develop my knowledge outside of the teaching studio and have found external websites and articles (Pain, 2006 ) that might help me to interpret works by esteemed researchers and pedagogues such as Kenneth Bozeman, in order to broaden my knowledge base and overcome my prejudice of scientific vocabulary.

‘So What?’
After collating my research, I was initially exited and somewhat overwhelmed with the volume of information available. Upon reviewing the literature that excitement soon evolved into questioning my own abilities as a teacher. I have taken comfort in Rogers (1969) view that the goal of education is to ‘facilitate change and learning’ and that in order to be educated we must first ‘learn how to learn’ and how to adapt and change. Knowledge is not static, we must be continually seeking deeper knowledge as our goal for education (Rogers ,1969).

On reviewing the literature gathered, I was reassured to find, that although my pedagogic career is in its infancy and my scientific knowledge of the vocal anatomy is still relatively basic, I have, to date, used imagery and science appropriately with my students. I have used tools such as variations of Tize’s SOVT (see Appendix 1) with good results and was relieved to find that those results were supported by scientific evidence. I was also relieved, in a sense, that I have come to formal singing qualifications later on in life, as the advances in scientific research of the voice have assisted me from the start of my journey and I had fewer incorrect or inaccurate long held beliefs to address (Larivee, 2000).

I was disappointed to note that despite the recent advances in voice science, very little of the research was focused on contemporary music styles. Many of the subjects used in studies are classical singers and often it is difficult to identify the relevance for more contemporary singing styles.  As a CCM teacher, it can be disheartening to see that research is conducted predominantly in a differing area of teaching, particularly as CCM is a high profile and lucrative area of expertise and significantly important to many singing teachers and indeed young students, influenced by popular culture and TV shows to set their sights on Pop stardom.


‘Now What?’
In terms of my practice as a singing teacher, I intend to delve further in to research based on Contemporary Commercial Music. I am aware of recent publications such as ‘Teaching singing in the 21st Century’ (Harrison and O’Brien, 2014) and have begun personal development studies with esteemed Vocal Coach and Session singer, Kim Chandler, which I feel will open other avenues of research for me to explore. I will also endeavour to develop my knowledge of more scientific based studies, such as those on acoustics, in order to address my prejudice of scientific vocabulary and aid my pedagogic practice.

I am new to academic research and I was excited by the opportunity to delve deeper into the literature I discovered and often found myself draw into the ‘rabbit hole’ of further lines of enquiry that might aid future studies.  I am acutely aware of my lack of knowledge and experience regarding academic writing and do have a habit of procrastinating when there is work that needs to be attended to, but I am unsure of where and how to start. I have found the exemplar essays extremely helpful in terms of guiding my essay structure, and I did gain some confidence from my formative assignment feedback, however, I do acknowledge that I must, in future, begin my writing earlier in order to ensure that my stress levels are reduced and I have more time to seek assistance and guidance from course tutors and assessors.

As well as my practice as a singing teacher, I continue to work as a Police Offender Manager, working with those convicted of Sexual Offences. This role dictates that I work in partnership with another Manager and I have often noticed a marked different in interactions and results when working with officers that use differing communication styles. I am personally very attuned to and affected by, the tone of voice used by people I interact with in both personal and professional circumstances and I fell this has greatly impacted my personal communication style.  The current guidance for Police is focused mainly on questioning styles and the use of language, rather than the use of tone of voice; and the acknowledgement of the psychological impact of tone of voice and intonation is often referred to as the ‘pink and fluffy’ side of policing. I have found literature addressing tone of voice used by teachers and surgeons, but it would appear there is a distinct lack of investigation in terms of the impact the tone of voice can have for Service professionals.
 I have found this psychological aspect of my research incredibly enticing, and I intend to delve further into this area in order to develop a comprehensive foundation for my future studies, which will be focused more on the emotional impact of tone of voice and intonation by practitioners in the service industries.










	   


	
Personal Development Plan

	
Why am I doing this course?
	
I am undertaking this course in order to gain an in-depth knowledge of vocal pedagogy with a view to applying it to my practice as a singing teacher and vocal coach. I have also worked within the Police Service for 20years and I am keen develop a successful training program for other service professionals around the use of voice in their professional practice. I am hoping that my research for this course will provide me with the tools to develop and deliver that training to a variety of professionals.
 I am aware that there is little in the way of regulation in the singing teaching community and as a teacher who has come from a performing background, rather than academic, I wanted to ensure that I was giving my students the best opportunity to maximise their potential.
 I have never previously undertaken academic research or writing and I felt it that the knowledge I would attain and the qualification itself would give me extra confidence in my own skills and external credibility in the teaching field.

	

What is the direct benefit to me?
	
I have benefited from the support and guidance that Voice works has offered me as a novice academic writer and researcher. I have been given the freedom to explore my ideas, but the guidance that allows me to do that research without feeling too overwhelmed.
I have developed new teaching strategies from my research, and I hope to continue to build on those strategies as my knowledge grows and eventually work with students who are on a professional pathway (See Appendix 1).
Studying the professional voice has opened my eyes to so many different areas of research, such as the psychology of voice use, the emotional connection to voice and Music Performance anxiety and the differences across cultures. I would like to expand on this knowledge and perhaps develop training for use in other areas, such as for those with Mental Health difficulties and physical Disabilities or illness.

I hope to improve my academic skills to a level where I could publish and possibly progress to a PhD.

I would like to deliver my training program within the Police Service, NHS and other service professionals.

	

What other relevant Qualifications do I have?
	

I am currently an Estill Master Trainer candidate. I am in the second phase of the EMT pathway, with mentor Anne-Marie Speed.

I have also completed a DipLCM in Musical Theatre.







	
Developmental Area


	
Action
	
Progress / completion target

	Gain working knowledge of the international phonetic alphabet to aid better communication with students.
	Identify resources to aid learning. Practice daily.
	https://www.internationalphoneticalphabet.org/ipa-sounds/ipa-chart-with-sounds/
websites identified, ongoing practice and revision needed. 
Target is to achieve a working knowledge by Jan. 2021

	
Develop understanding of scientific vocabulary

	
Identify resources to assist with interpretation
	
I have found websites to assist with this
Pain, Elisabeth (2016) How to (seriously) read a scientific paper. 

Available at; https://www.sciencemag.org/careers/2016/03/how-seriously-read-scientific-paper

	Develop a teaching strategy for working with adults

	Gain a deeper knowledge of vocal pedagogy and the tools to deliver the training. eg. Imagery and science.


Start date April 2020

	This assignment has widened my knowledge on the use of imagery and science as pedagogical tools and I will continue testing those ideas in my private practice with adults. I am already more confident in my teaching ability and I hope to develop a strategy for working in a group scenario, where there is potential for a wide variety of learning styles.


	Engage with professional bodies and other Practitioners in my field.

	Research AOTOS, NATS and Estill Voice International
Attend symposiums and engage in networking events.

	Progress; I have researched all three and intend to join AOTOS and attend the next available conference (Covid Permitting).
I also intend to attend the next live Estill Symposium in Pittsburg, 2021 if at all possible.


	Develop my knowledge around emotions and the voice

	Research the psychological and emotional impact of vocal tone, intonation and phrasing used by service professionals.
Start Date; October 2020

	Ongoing.
Completion date for first phase Jan 2021. This will develop and feed into my future MA assignments.


	Train Service Professionals

	Research training already available and the delivery options

Develop training plan and schedule

Contact relevant training directors in each sector


	Ongoing.
Completion 2023 with effective delivery of training.


	Strive towards Publication

	Research Journals relating to the Voice. Research and attend courses/workshops and/or retreats to develop my academic writing.

	Completion; 2022-23




Georgina Mason; student number 1921572;  20/10/2020.

Appendix 1


SOVT Exercises

What does SOVT mean and what is it for?

SOVT means Semi Occluded Vocal Tract. Essentially, the mouth is partially closed. When the vocal tract is reduced the pressure from the breath is unable to escape freely and in essence, the pressure reflects back onto the vocal folds. This aids vocal fold closure and assists with free vibration. It can be used to help students that ‘push’ the air when singing and is often used as a rehabilitation tool for those suffering vocal damage.

There are several ways SOVT can be implemented. In my studio,I always begin the student’s lesson with a ‘siren’ on an ‘ng’ sound, as in the word ‘Sing’.  This is an SOVT exercise as the vocal tract is occluded by the positions of the tongue and velum.
I also often use lip trills, as they need no extra props and can usually be mastered with ease by students of all ages and abilities. 

· Lip trill Scales and arpeggios as a vocal warm up
· Lip trill difficult parts of the repertoire in order to repeatedly practice phonation without extra stress on the vocal folds.

I also use straw phonation with my students. This obviously involves a tool, but can be particularly helpful for students who push air when singing and those with particularly breathy tone. I use 10cm diameter glass straws as they can be cleaned easily and reused.
The diameter of the straw affects the level of occlusion, a smaller opening creates more ‘back pressure’. I have found that 10cm is adequate for most. 

· Ensure there is full lip closure around the straw to prevent air leakage
· Pinch nose when phonating to confirm no air leakage from the nasal passage (and avoid nasal consonants)
· Sing répertoire through the straw.

These exercises can also be completed with a plastic cup around the mouth (for ease when singing repertoire, the lips and tongue can be used as normal). 
* Note; The cup must have a small hole in the bottom to ensure the air can be released.

Exercise for ‘air pushers’
· Place the straw 2-3 cm into water in a tall glass, attempt to maintain a regular bubble pattern while singing your song through the straw.

Straw phonation and the plastic cup can be used effectively for repetitive practice in order to minimise vocal fatigue.
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