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Moving	and	Being	Moved:	

• Target	 individual	 and	 then	 groups	 of	 muscles	 as	 you	 move	 through	 the	
scrunch/stretch/shake/soften	 pre-sequence	 e.g.	 scrunch	 the	 forehead,	 stretch	 the	 forehead,	
shake	the	forehead,	soften	the	forehead.	Next,	add	the	muscles	around	the	eyes	and	the	cheeks	
etc.	Continue	until	the	whole	body	is	involved	in	the	scrunch	stretch	sequence.	

• Notice	that	this	sequence	involves	choice	and	direction	(CNS)	but	also	that	parts	of	the	body	are	
moving	 whilst	 others	 are	 being	moved.	Begin	 in	 standing,	 or	 on	 the	 floor,	 or	 transition	 from	
standing	to	floor/floor	to	standing.	

• Bring	 awareness	 to	 the	 movements	 of	 breath	 as	 you	 take	 the	 scrunch/stretch/shake/soften	
sequence	through	the	body,	noticing	 too	any	 instinctual/primal	sounds	that	emerge	(sounding	
the	movements,	allowing	rather	than	directing)	and	emotions.	

• Trace	 the	 flow	 of	 energy,	 noticing	 breathing	 movements	 and	 continue	 to	 see/feel	 if	 you	
experience	 emotions	 during	 or	 following	 the	 scrunch/stretch/shake/soften	 sequence	 (the	
etymology	of	 the	word	emotion	 is	 from	Latin	 ‘to	move	out’.	 I	 also	 like	 to	 think	of	 the	word	E-
motion	 =	 Energy	 in	 Motion.	 There	 is	 also	 a	 nice	 interplay	 in	 the	 word	 moving	 –	 feeling	
emotion/moving	through	space).		

• Extend	 these	 sounds,	 playing	with	 pitch	 and	 rhythm.	 Is	 it	 possible	 to	 extend	 the	 sounding	 of	
these	 emotions/movements/routes	 of	 energy,	 seeing	 and	 feeling	 rather	 than	 listening	 and	
judging?		

• This	whole	sequence	can	take	one	minute	or	thirty	minutes	before	moving	into	the	destructuring	
sequence.	It	can	also	be	incorporated	whilst	moving	through	the	Dynamic	Efforts	too.	

	
	
The	Destructuring	Sequence:	

• When	moving	through	the	Dynamic	Efforts	in	preparation	for	singing,	allow	the	tremors	to	move	
you	through	your	pitch	range,	noticing	which	movements	allow	for	easier	access	to	higher	and	
lower	pitches.	

• Play	too	with	sustaining	pitch	to	the	point	of	being	‘comfortably	empty	of	air’,	working	with	the	
idea	of	the	Focus	Line	but	not	focusing	on	Structuring	to	start	with.	Moving	to	the	comfortable	
end	of	your	breath	(internal	intercostal	activity	along	with	some	abdominal	movement	but	not	
moving	into	a	full	scrunch	in	the	abdomen	from	strong	oblique	and/or	rectus	activity)	also	helps	
avoid	 hyperventilating	 and	neatly	 sets	 up	 the	 elastic	 recoil	 part	 of	 the	 inhalation	 (the	 passive	
inspiratory	part	of	an	inhalation	that	occurs	because	you	have	exhaled)	

• Play	with	see/feeling	the	spine,	specifically	the	region	around	T7	–	T10	that	starts	 in	 line	with	
the	Xiphoid	process	(bottom	of	 the	sternum)	and	 lower	edge	of	 the	scapula	(shoulder	blades).	
This	 is	a	useful	 region	at	which	 to	 feel	 the	origin	of	 inspiratory	movement	 in	 that	 it	 relates	 to	
both	diaphragmatic	attachments	and	the	rib	swing	movement.	In	Healthy	Cow,	we	can	imagine	
this	point	as	the	root	of	wings	that	spread	out	at	inhalation.	

• Incorporate	 (etymology	 =	 Latin,	 ‘into	 the	 body’)	 different	 ways	 of	 sounding	 (see	 following	
section)	 whilst	 moving	 through	 the	 destructuring	 sequence;	 whimpering,	 sobbing,	 speaking,	
calling,	cackling,	twanging	etc.	Again,	play	with	pitch	and	length	of	sustain.	

	
	
	
	
	
	
	
	
	



Ways	of	Sounding:	
• The	 types	of	 sounds	we	make	are	 influenced	by	 the	 type	of	contact/type	of	movements	of	 the	

vocal	folds	and	the	shape	of	the	pharynx.	
• It	is	useful	to	start	with	primal	sounds	–	crying,	laughing,	calling,	whimpering,	growling,	grunting	

etc.	These	sounds	attract	efficient	somatic	movements	related	to	Structuring.	Note	too	that	these	
movements	 tend	 to	 be	 ‘full	 on’	 where	 we	 make	 these	 sounds	 in	 a	 heightened	 manner	 and	
perhaps	need	to	be	refined	for	singing	and	sustained	speech.		

• To	 these	 sounds,	we	 can	 add	different	 levels	 of	 breathiness,	 creaking/meowing	 (my	 favourite	
skanky	 sound!),	 hooting	 (yawn/sobbing),	 or	 a	 childlike	quality.	Once	we	have	 identified	 these	
movements,	we	can	start	mixing	them	together.	

• Again,	start	to	play	with	pitch,	duration	and	rhythm,	noting	when	it	might	be	useful	to	add	some	
Structuring	and/or	Focus	Line.	

• Note	 the	 vibrational	 sensations	 of	 these	 sounds,	 rather	 than	 listening.	 It	 is	 better	 to	 use	 a	
recording	device	and	listen	back	to	the	sounds	afterwards	than	to	try	to	listen	to	the	sound	we	
are	creating	at	the	same	time	we	are	creating	it.	The	sounds	we	hear	when	speaking/singing	are	
a	mixture	of	that	which	moves	in	from	the	outside	mixed	with	that	which	is	conducted	internally	
through	our	body.	It	tends	to	sound	richer	and	fuller	to	us	because	of	this	and	can	be	a	bit	of	a	
false	friend.	

	
	

Exploring	our	Range:	
• A	 speech	 like	 quality	 will	 work	 more	 easily	 for	 lower	 pitches	 and	 a	 singing	 quality	 (use	 a	

whimpering	‘oo’	to	find	it,	thinking	lovely	elderly	lady	singing!)	for	higher.	There	is	a	transitional	
point	between	the	two,	unique	to	our	vocal	range	and	voice	type.		

• Yodelling	will	help	you	find	this	transitional	region	and	often	feels	somewhat	unstable	in	that	it	
is	 the	 place	 where	 there	 is	 more	 choice	 as	 to	 the	manner	 in	 which	 the	 vocal	 folds	 vibrate	 –	
thicker	or	thinner	vocal	folds.	This	thick	to	thin	spectrum	relates	to	concepts	of	‘vocal	weight’.	

• Play	with	extending	the	speech	like	quality	throughout	your	range,	noting	how	it	moves	 into	a	
yell	the	higher	we	go.	It	is	important	to	Structure	here,	as	we	don’t	want	it	to	catch	in	our	throat.	
I	like	to	add	the	idea	that	this	is	‘hilarious!’	as	a	way	of	helping	to	keep	the	pharynx	open.		

• Repeat	with	the	thinner	feeling	singing	quality,	noting	that	 it	 is	easier	to	find	higher	pitches	 in	
this	movement	but	less	robust	at	the	lower.	

• Now	think	about	mixing	the	two	movements	together	within	that	transitional	region.	 It	can	be	
useful	to	think	about	adding	a	bit	more	moaning	whimper	here.	We	can	add	a	little	more	‘cheeky	
skanky’	here	too	–	you	might	feel	that	twanging	sensation	in	your	cheeks.	

• The	more	 ‘spread’	we	are	 in	 that	region,	 the	more	speech	or	yell	we	will	have	 in	our	voice,	so	
play	with	rounding	and	narrowing	here,	noting	what	feels	easier.	

• If	you	want	to	take	a	spoken	quality	a	little	higher	or	move	into	the	infamous	‘belt’,	think	calling	
rather	than	shouting.	Add	a	bit	more	skanky	twang	too.	Use	the	Focus	Line,	adding	an	arc	to	the	
direction	of	intention,	as	if	throwing	a	ball	which	flies	up,	over	and	down	

• The	higher	we	are	in	pitch,	the	less	air	needs	to	flow	through.	Pushing	air	through	will	result	in	a	
breathy	 phonation.	 This	 actually	 applies	when	 using	 a	more	 ‘singing’	 quality	 too	 but	will	 feel	
different.	 Play	 with	 this	 by	 releasing	 air	 without	 phonation	 to	 the	 point	 just	 before	 you	 feel	
comfortably	 empty,	 using	 the	 air	 that	 is	 left	without	pushing	 to	 find	 the	 ‘thinner’	 and	 ‘further	
away	from	me’	sensation	at	the	top	of	our	range.	

• Note	that	higher	pitches	will	feel	further	away	from	you,	lower	pitches	will	feel	closer	to	you.	
	
	
	
	
	
	
	
	



Inhalation	and	Structured	Singing:	
• When	 the	 diaphragm	 contracts,	 it	 pushes	 against	 the	 abdominal	 viscera.	 The	 more	

diaphragmatic	movement	we	allow,	the	more	the	abdominal	region	will	move	out	if	we	release	
the	abdominal	muscular	wall.	THIS	DOES	NOT	MEAN	PUSH	THE	TUMMY	OUT!!	Janice	Chapman	
(2017)	has	coined	the	term	SPLAT	(Singers	Please	Loosen	Abdominal	Tension).	We	release	the	
abdominal	 region	 as	 part	 of	 the	 movements	 of	 inhalation,	 especially	 when	 singing	 and/or	
making	larger/heightened/bigger	sounds.	

• As	I	mention	above,	Meribeth	Dayme	(2006;	2009)	introduces	the	idea	of	release	from	the	T7	to	
T10	 region	 of	 the	 spine	 too	 (you	might	 find	 it	 interesting	 to	 research	 the	 connections	 of	 the	
diaphragm	and	movement	potential	 of	 the	 ribs),	 allowing	 the	 ribs	 to	move	 as	 in	 the	 action	of	
bucket	handles	moving	out	to	the	sides;	in	FV	we	refer	to	this	as	separating	the	kidneys	and	rib	
swing!!!	

• Rib	 movement	 alone	 actually	 provides	 enough	 air	 at	 inhalation	 to	 sustain	 speech	 with	 low	
projection	 level,	switching	over	to	a	diaphragmatic	dominant	(NB	lower	ribs	continue	to	move	
too)	movement	at	inhalation	when	we	need	more	air	volume	and		‘oomph	factor’,	such	as	when	
singing	out.	Sing	out	Louise!!	

• All	those	muscles	that	relate	to	moving	air	out	will	kick	in	when	we	choose	to	forcefully	expel	air.	
Predominantly,	 these	 muscles	 will	 be	 the	 internal	 intercostals,	 external	 oblique,	 rectus	
abdominus	and	transversus	thoracis	(sits	in	the	thoracic	cavity).	They	pull	the	ribcage	in	rapidly.	
The	transverse	abdominus	will	become	involved	later	in	this	unrefined	forceful	expulsion	of	air.	
This	is	why	we	can	afford	to	pay	attention	to	the	volume	of	airflow	and	regulation	by	the	clever	
transverse	abdominus,	allowing	it	to	take	control	and	refine	the	flow	of	air	from	the	beginning	of	
supported	(Structured)	exhalation.	

• As	 we	 know,	 Structuring	 relates	 to	 the	 efficient	 regulation	 of	 airflow	 (often	 referred	 to	 as	
‘support’	in	singing	methodologies	or	‘Anchoring’	in	Estill.	Estill	encourages	use	of	more	muscles	
actually,	the	usefulness	of	which	continues	to	be	debated).	My	singing	teacher	at	Music	College	
used	to	shout	‘pull!’	each	time	I	started	a	sung	phrase,	referring	to	movement	of	the	region	just	
below	 the	 navel	 (encouraging	 the	 transverse	 abdominis).	 I	more	 often	 Scrunched	 than	 pulled	
sadly!	

• Even	 with	 full	 diaphragmatic	 contraction,	 the	 ribs	 can	 add	 another	 third	 to	 air	 volume.	 Any	
bracing	in	the	ribcage	at	either	inhalation	or	exhalation	is	going	to	lead	to	Scrunching,	rigidity,	
and	 lack	 of	 resonance	 (vibration)	 somewhere.	 In	 singing	 styles	 that	 advocate	 a	more	 relaxed	
physicality,	 especially	 when	 closer	 to	 speech	 and	 more	 reliant	 on	 artificial	 amplification,	 we	
might	 observe	 more	 rib	 swing	 movement	 and	 less	 abdominal	 release.	 Dancers	 often	 find	 it	
difficult	to	release	the	abdominal	region	and	rely	on	upper	chest	movement	as	they	have	been	
told	 (screamed	 at!)	 to	 keep	 it	 all	 pulled	 in	 tight	 –	 encouraging	 them	 to	 find	 the	 lower	 rib	
movement	can	be	liberating	for	them.	USE	THE	TRANSVERSE	IN	ALL	STYLES!	

• The	up/down	style	of	rib	movements	seen	in	the	sternum	when	breathing	is	inefficient	and	does	
not	facilitate	Structured	singing	well	–	but	you	knew	this!	If	in	doubt,	swing	them	out!!	

• Play	with	moving	from	relaxed	tidal	breathing	(in	through	the	mouth	and	out	through	the	toes,	
in	 through	 the	 toes	 and	 out	 through	 the	 top	 of	 the	 head	 can	 be	 useful),	 into	 unstructured	
phonation	 on	 that	 tidal	 breath,	 into	 structured	 phonation.	 Use	 the	 ideal	 of	 elastic	 recoil	 in	 all	
three	along	with	inspiration	in	the	third.	

• Exercises	 that	 encourage	 increased	 levels	 of	 backpressure	 to	 the	 vocal	 folds	 are	 useful	 for	
finding	 a	 balanced	 Structuring.	 This	 can	 include	 singing	 down	 a	 straw	 into	 water	 (get	 those	
bubbles	moving	and	sustained!),	singing	with	‘puffy	cheeks’	through	a	small	opening	at	the	lips,	
tongue	and	lip	trills	(can	you	do	both	at	the	same	time?),	and	the	voiced	fricative	/v/.	‘oo’	offers	
the	 most	 back	 pressure	 of	 the	 vowel	 sounds	 in	 English……..I	 think!?!	 Take	 a	 look	 at	 Semi	
Occluded	Vocal	Tract	exercises.	These	are	useful	for	speech	too	–	they	were	devised	within	the	
voice	 therapy	 community.	 Note	 how	 much	 navel	 to	 spine	 scooping	 movement	 you	 need	 to	
sustain	the	sounds	you	are	making.	

• We	can	monitor	the	movement	of	the	transverse	abdominis	and	check	that	we	are	Structuring	by	
monitoring	the	movement	of	the	navel	(scooping	toward	the	spine)	and	at	the	following	muscle	
junctions;	the	xiphoid	region	(just	beneath	the	sternum),	the	Lower	Abdominal	Pubic	Synthese	



(LAPS)	(just	above	the	pubic	bone,	the	sides	of	the	waistband,	the	back	of	the	waistband.	Janice	
Chapman	(2017)	calls	this	the	‘Diamond	of	Support’.	Play	with	different	postures,	noticing	when	
you	feel	most	activity	in	these	regions.	Use	a	revving	/v/	to	locate	these	places	of	movement.	Is	it	
possible	to	bring	this	awareness	into	a	fully	upright	standing	posture?	

• The	upper	tummy	area	should	feel	like	semi-set	jelly	(jello?!?)	throughout	the	sung	(and	spoken)	
phrase.	There	should	be	a	sensation	of	‘turning	over’	in	the	region	beneath	the	sternum.	I	like	to	
offer	the	thought	of	being	‘as	soft	as	possible	for	as	long	as	possible’	in	this	region.	Note	that	the	
solar	plexus	sits	in	this	area	and	is	often	one	of	the	main	places	we	brace	as	a	way	of	coping	with	
overwhelming	 feelings	 and/or	 the	possibility	 of	 being	hurt.	 Bracing	will	 cause	 locking	 against	
this	 turning	movement.	There	 is	 strength	 to	be	 found	 in	being	vulnerable	here	but	 it	 can	 take	
time.	

• It	 is	 possible	 to	 incorporate	 the	Diamond	of	Support	 as	 part	 of	 the	 focus	 line.	 Remember	 that	
there	will	be	some	outward	movement	of	the	ribcage	at	the	start	of	Structured	phonation.	I	like	
to	use	the	idea	of	a	leaning	sensation	in	at	the	sternum	–	‘my	heart	will	go	on!!’	–	making	sure	we	
don’t	tilt	the	back	of	the	pelvis	up	at	the	same	time.	

• Working	through	all	of	the	above	in	Healthy	Cow	is	a	fabulous	way	to	locate	all	the	movements	
described.	Keep	that	drape	for	as	long	as	possible!!	

	
	
Articulation:	

• Any	 of	 those	 tongue	 twisters	 and	 babblicious	 exercises	 you	 know	 can	 be	 turned	 into	 singing	
exercises.	Use	melodies	you	know	or	any	scale/sequence	of	pitches,	moving	those	articulators	on	
top.	

• I	 like	 to	use	 the	 following	sequence	on	a	minor	 triad.	One	syllable	per	note	 to	start	with,	 then	
two,	 then	 the	whole	word,	 finishing	off	with	a	musically	 satisfying	drop	onto	 the	 leading	note	
(the	7th	of	the	major	scale)	before	starting	again.	These	are	just	made	up	words	–	you	can	make	
up	your	own	to	take	you	through	all	those	articulatory	movements	you	want	to	work	with:	

§ Munuluva	
§ Dooroonari	
§ Theegudaga	
§ Sashafisha	
§ Tolodolla	
§ Rallurina	
§ Kangagotcha	
§ Bogabilla	

• It	is	easy	to	take	tension	into	the	jaw	and	tongue	root,	both	due	to	over-effort	of	articulation	but	
also	due	to	inefficient	attempts	to	regulate	airflow	and	control	pitching	at	the	vocal	folds.	Often	
both	 are	 happening	 together.	We	 can	monitor/encourage	 release	 of	 the	 jaw	 and	 tongue	 root	
within	 Tremorwork	 or	 course!	 Also,	 place	 your	 thumb	 under	 your	 chin	 and	 index	 finger	 just	
beneath	your	bottom	lip.	In	this	position,	we	can	both	monitor/massage	the	base	of	the	tongue	
and	 give	 the	 jaw	 a	wiggle	 to	 encourage	 release.	 You	will	 probably	 find	more	 ‘navel	 to	 spine’	
movement	becomes	available	to	you	when	you	do	this.	
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