Introduction

Why did I choose the Alexander Technique? Why did I decide to learn it through the
just only one time experience of a teacher’s hands-on? During the three years at the
training program the answers for these questions have gradually been various and diverse
for me, because the Technique has given me the unnumbered graces and benefits not only
for my main purpose, singing, but also for the entire of my life from how to walk to my
deep mental thought. Probably many people who are interested in the Technique and get
themselves involved in it might feel the same thing as mine. However, as I am about to
complete the training program, I would like to come back to my original answer to the
above question just simply, which I chose the Technique in order to improve my singing.
I met the Technique at a voice production class in music college. My college did not
have the Technique class, and instead had the Feldenkrais class which I took. So an
Alexander Technique teacher from another college was invited to the class, and gave the
students her hands-on while we were singing. I strongly remember the incredible changes
of my singing from my habitual one to the new one with her hands-on. She put her hands
on my neck, shoulders, head, back, and so on, and I did not have any idea what she was
doing for me at all; but I sensed and noticed that my voice was coming from the deep part
of my body, which was unknown for me, without any strength or tension to produce the
sound. In the classroom every students and teachers also noticed my changing. It was
about five-minute demonstration. I had never experienced the sense before, and later tried
to figure out what happened in my body, but I could not do it by myself. So I decided to
take the private lesson to search for the answer to my wonder and the same experience as
the demonstration.
Sometimes I am still wondering if the one experience with the teacher was a fatality or
a chance, because as a result it made me quit the college and devote my three years or my
life to the wonder of the Technique. And now, whatever it was, I can say that this choice
was important and beneficial decision for me.
In this thesis, I would like to introduce you my discovering and transition in my singing
from the unknown to the known, as F. M. Alexander did in his self-discovering. In
Chapter 1, I would like to describe to you about my habitual tendencies which are based
on my inappropriate psycho-physical reaction. In Chapter 2, I would like to show you
how to handle the tendencies using my appropriate psycho-physical reaction and some
anatomical aspects in terms of the Alexander Technique. I will show some helpful
thinking ways from some books and teachers. In Chapter 3, I would like to mention about
how I use the appropriate psycho-physical reaction to musical expression from the points
that I have learned, and also the concept of ‘everlasting present’ as the title of this thesis.
In Conclusion, as a whole, I would like to share with you what I discovered through the
training period and my present insight about my body and mind.
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Chapter1
Inappropriate Psycho-Physical Reaction

In Chapter 1 I would like to mention my past habitual tendencies when I sang which
were connected to my inappropriate psycho-physical reaction. I had so many body
patterns and pains which were not based on the proper and right function of the body:
1.
2.
3.
4.
5.
6.
7.
8.

The chest up and forward.
The jaw up and the tension.
The back of the neck collapse and the tension.
The shoulders tension.
The face tension.
The tongue tension.
The hoarseness of the voice and the throat tension.
No sense of being grounded, or unrecognizing the lower part of the body.

Now if I try to find other tendencies such as the knees locked, the fingers tightened,
the narrow back, etc. in terms of the Alexander Technique, I could add them to the above;
but here I would like to take up only the above patterns as the main ones for singing and
then include the other tendencies into the main.
When I first read F.M. Alexander’s third book, The Use of the Self (1932),1 I could not
help believing that this book was written about me. It seemed to me that I myself looked
into my body and mind through the Alexander’s keen observation about the use of his
body and mind. Now I would like to describe my own tendencies using my own words,
including the Alexander’s description as well.

1. Chest up and forward
I could say that making the chest up and forward was the strongest habitual tendency
among the others. When I started to sing, I always tried to take the air excessively and
keep it in the lungs unduly, which made my chest up and forward inevitably because my
wrong preconceived position of the lungs was only in the front side of the torso. Probably
the demonstrations by the past teachers, which they showed me how to take the deep
breath and swell the chest unduly when they started to sing, influenced on me as an
inappropriate visual image. This wrong body mapping might be the main cause for doing
the nonfunctional movement. Ironically, as a result, the movement made the chest tight
1
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and I lost my breath movement, although my purpose of doing it, whether conscious or
unconscious, was to keep the breath alive in the lungs.
Moreover, once I made the chest up and forward, it was linked to the jaw up, the back
of the neck collapsed, the whole back narrowed, and the shoulders back and locked. I
could also add the arms tightened, the lower back collapsed and the pelvis pushed
forward, the joints of the legs locked, no sense of being grounded, etc. One after another
only the movement of the chest up and forward would cause the every nonfunctional
movement of the other parts of the body. I could point out that each part of the body is
connected and interfered each other firmly and creates the condition of the whole of the
body: There is not the part, but the whole in the body.
Here I mentioned only my misuse and wrong idea of the body, but at the end of this
chapter I would like to consider the psycho-physical aspect as well.

2. The jaw tension
My tendency about the jaw was pulling it down unduly and intentionally in order to
create the loud and bright sound, and this movement often caused the unnecessary
tension. Moreover, when I tried to do the movement in the condition of the jaw up, which
was triggered by the movement of the chest up and forward connectedly as I mentioned
above, I had to pull it down much harder than the neutral position, and as a result I got
the additional excess tension. That is to say, a double tension was caused to the jaw by
the two nonfunctional misuses. Actually I used to have some strong pain around the
temporomandibular joints because of doing these movements. As the cause of the pain, I
noticed the former movement of the jaw, but was not conscious of the latter one.
Here I would like to show you my interesting experience about the jaw. When I went
to music college, I sang a song in a lesson by a teacher. He said to me that I should pull
the jaw down to create the clear vowel sound and resonate it, and also gave me the
exercise of the tongue like rolling it or putting it out to make it relaxed. I tried to do that,
and as a result I could sing much louder and create expressive sound, which gave me
some confident that I could sing in a different way from what I used to. However, after
the lesson, I actually felt some fatigue around the jaw and the tongue. And the next day, I
sang the same song in a lesson by another teacher. When I sang it in front of her as same
as I learned the last day, she said to me that I should not pull the jaw down like that
because it used too much energy, and did not make good tone color because the sound
went back to the throat. I was so surprised by her saying, but I corrected my singing as
she said to me during the lesson; and as a result I felt no fatigue around the jaw, but did
not get the expressive energy to sing. After the lesson I was totally confused about the
complete different teachings and thoughts between the two teachers. I was wandering in
the confusion for a while, and later I found that one of the reasons was coming from the
difference of their skeletons: For the former teacher could easily make the jaw pull down
and the mouth open widely without any extra effort, and the latter one had a small jaw
like me and seemed to need the extra energy to pull it down. It might be natural that I felt
fatigue around the jaw if I tried to pull it down like the former. I think that it is so
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important as a teacher to have an eye for distinguishing the difference of the each
individual figure, and to give the person the instruction which is totally fitted to him/her.
However, I could point out, whether I pull the jaw down widely or not, that the crucial
issue is how to use it based on the correct function including the whole of the body. If I
had known how to use myself at that time, I could have let the jaw down naturally
without fatigue in the former lesson, and could have managed the appropriate energy to
sing with the small mouth in the latter one.

3. The Back of the neck collapse and the tension
As the next tendency, I could say that the back of the neck was collapsed and the head
was pulled backward, connecting to the movement of the chest up and forward and the
jaw up; and I always had some pain around the back of the neck. Moreover, the collapsed
back of the neck seemed to make the whole pharynx and the vocal organs collapsed at the
same time, and actually I felt that my voice was stopped around them before coming out
of the mouth. So I massaged around the back of the neck before singing as a warm-up,
and at a point I could sense that some pressure was gone and my voice was passing
through my pharynx clearly without crushing any obstacles. However, once I got this
clear voice, I tried to sing harder pushing the neck up and forward as my tendency; and at
the end of the practice I felt fatigue around my neck and the vocal organs; and at the next
practice I had to massage the back of the neck again. This vicious circle had continued to
be repeated until I met the Technique.

4. The shoulders tension
Here I could also say that the above habitual tendencies were connected to the shoulders
tension. I always had some heavy pain around the shoulders, so sometimes I had to go to
a massage therapist. One time she said to me that if I always had the stiff shoulders and
neck the blood vessel would be chocked up around there. I was so scared of what she told
me, because at that time I often had a heavy migraine and felt that it might be natural that
it could happen. I did not know that the pain came from the wrong use of myself at all, so
after I felt the pain I always massaged the shoulders and the neck by myself or took a
massage from a therapist. I had no idea about the prevention of the stiffness, and my
interest was always put on the cure.
The shoulders tension was also caused by my daily activities. I did swimming, and
played handball and basketball intensively in my school days, and I had no doubt that the
pain was a part of my life. It was normal for me to have the pain, even though I felt as if
two heavy stones had been on the shoulders. I would like to consider this inappropriate
thought at the end of this chapter again.

4

Regarding the influence on singing, the narrowed shoulders and the tension interrupted
the breath movement, and especially I had some trouble with keeping the long tone. The
more I tried to keep the tone, the more the chest went up and forward and the shoulders
got tight and narrowed, and consequently I felt breathless.
About the arms, the hands and the fingers, I did not notice any habitual tendencies when
I sang; but when I played the piano, especially practicing the arpeggio with my left hand,
I sometimes overworked my fingers with the extra strength and noticed that strong pain
was running from them, through the arm and the shoulder, to the neck. I think that it
shows us the inseparable connection between the upper limbs and the neck.

5. The face tension
Regarding my tendency of the face when I sang, I could point out the two points. One
is that I overdid making the expression with the face. When I overdid it, my intention was
too much focused on the face and it was as if I had sung with the face, not the voice. In
addition to it, my consciousness was getting into only the upper front side of the body
and I lost the sense of the back and the lower part of the body. The total coordination and
balance of the whole body were disappeared by the overdoing of one part of the body.
The other is that I overused the parts of the face to create the higher pitch: Making the
eyes open unduly with the extra tension, making the eyebrows go up excessively, and
manipulating the shape of the mouth and the jaw overly. Although I often had some
fatigue in my face, I believed that these facial tensions were inevitable conditions to
create the sound.

6. The tongue tension
When I sang a song in English the tongue tension was extremely crucial issue for me
who speak English as a second language: For my native language, Japanese, does not
have the tongue position to create such as “l”, “r” and “th” sounds, and I always practiced
these positions with the excess tension. The same thing can be said to the other vowels
and consonants as well: For instance, we do not have the lips movement to create “f” or
“v”, or the mouth and the tongue movement for the sounds such as “æ”, “εr”, etc. I do not
mention about all the detailed differences of the diction between Japanese and English
here, but the strong intention to create the unfamiliar sounds might make the tongue tight.
It can be pointed out that it is one example of ‘end-gaining’ without thinking the use in
the “means-whereby’ procedure.
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7. The hoarseness of the voice and the throat tension
As being the cause for the birth of the Alexander Technique, the hoarseness of the voice
and the throat tension seem to be the most significant issue for the performers who have
to use the voice professionally. When I sang I collapsed the back of the neck and the
vocal organs, which made me try harder to create the sound using the extra pressure on
them. As a result I often had the severe fatigue in the vocal organs or the hoarseness of
the voice after practicing and performance. However, I believed that these conditions
were natural for singing as same as the shoulders tension was a part of my life. If I did
not get the sense of the fatigue or the pain, I did not feel that I made it. I would like to
consider this improper thought and kinesthetic sense later.

8. No sense of being grounded, or unrecognizing the lower part of the
body
I think this tendency was nearly related to the chest up and forward. When I made the
chest up and forward, the pelvis was pushed forward; the hip joints, the knee joints and
the ankle joints were locked without any flexibility to move; and the weight was shifted
to the toes without the coordinated balance for the gravity. At the same time all my
intention was focused on only the upper front part of the body, so it was impossible for
me to recognize the lower part of the body and get the sense of being grounded. I had this
tendency in my daily life strongly as well, and it was as if I had lived only by the upper
front part of the body. I was never conscious that I stood on my feet, I walked by moving
my legs, or my weight was coming through my legs and feet to the ground.

In the above, we saw my past habitual tendencies. When I go back to my past days,
singing was the necessary act for me to express what I had inside of me, and to confirm
that I was alive and could have any emotions. Listening to my own voice through my ears
was the best trustable act to realize my existence.
However, unfortunately, I could point out that my mental side such as my strong
emotion and intention that I wanted to sing made my body go up and forward, and up and
forward. And consequently the tendency deprived me of the appropriate coordination and
function of the whole body. Alexander described his first observation of his doing with a
mirror after he decided to find the cause of his vocal problem by himself:
I was particularly struck by three things that I saw myself doing. I saw that as
soon as I started to recite, I tended to pull back the head, depress the larynx and
suck in breath through the mouth in such a way as to produce a gasping sound.2
2
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As he said, “as soon as I started to recite,” the strong stimulus that he should recite
brought him a series of the excess body movements which were not based on the proper
body function. He also said that he did not notice these tendencies in his ordinary
speaking. Beyond the routine life, the strong energy to express what he had as art might
cause the extra doing. I think that many performers including myself might have some
trouble with this tendency.
Here I would like to describe about “psycho-physical.” Alexander pointed out
continuously in his books that we are the psycho-physical organism or the organism-as-awhole. Let me show you the definition from his forth book, The Universal Constant in
Living (1941)3:
The term PSYCHO-PHYSICAL is used both here and throughout my works to
indicate the impossibility of separating ‘physical’ and ‘mental’ operations in our
conception of the working of the human organism. . . . In my opinion the two must
be considered entirely interdependent, and even more closely knit than is implied
by such a phrase. Here I use the term PSYCHO-PHYSICAL ACTIVITY to
indicate all human manifestations, and PSYCHO-PHYSICAL MECHANISM to
indicate the instrument which makes these manifestations possible.4
As Alexander insisted that we should think ourselves as the wholeness of the body and
the mind, “psycho-physical” is one of the fundamental and crucial concepts of the
Alexander Technique. If we forget either of them as the Alexander or I leaned to the
mental side too much and lost the physical side as starting to perform, we would lose
some balance to be being and acting. Whatever we do and however we are, we should
know our existence as the psycho-physical unity. And, the Alexander Technique lesson
gives us the balanced and coordinated unity. Jean. M. O. Fischer describes the relation
between the Technique lesson and the wholeness of the organism by the clear and concise
sentences in the introductory notes of The Universal Constant in Living:
Lessons in the Alexander Technique provide such a demonstration of the
wholeness of the organism. The process of inhibition and direction is not an
abstract mode of thinking divorced from the body, but a mental-physical activity
as it communicates directly with the neuromuscular system. By such coordination
of thought and action wholeness is achieved. Wholeness, then, is an act  not a
belief or a conjecture or a theory.
This is the psycho-physical unity which Alexander refers to throughout his
writings, and the term “wholeness” may be seen as an improvement on and
development of the term “psycho-physical.”5
3
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As Fisher mentions above, we can learn how to use ourselves as the coordinated
psycho-physical unity not in the theory but in the reality through the Alexander
Technique lesson.
As the end of this chapter, I would like to recur to my own tendencies in terms of the
psycho-physical unity. I described, especially in 4. The shoulder tension and 7. The
hoarseness of the voice and the throat tension, about my wrong preconceived idea and
kinesthetic sense, which if I got some extra tension and pain in my body I could feel
achievement that I sang well or get the sense that I was alive. I felt that the pain was a
part of my life. I could point out that it is the desperate and extreme example of the
psycho-physical unity which is not based on the normal and appropriate thought and
kinesthetic sense. I could call this tendency the inappropriate psycho-physical reaction.
It seems that the inappropriate preconceived belief and kinesthetic sense have clung to
the body and the mind for a long time and then paralyzed the proper mental attitude and
the right functional body sense. It must be the hardest things for us to face them,
understand what they are, and handle with them. We really have to take time to know
what we are doing at each moment and feel the pain as the very pain. These moments
would let us have a chance to know and understand ourselves truly and deeply.
Knowing that what you feel “right” is in fact the “wrong” thing as the body function is
one of the main procedures of the Alexander Technique to be the proper psycho-physical
unity, as Alexander struggled with searching the trustworthy and untrustworthy feelings.
As Fisher describes above, the Technique lesson gives me a beneficial opportunity to
know what my mind is thinking and what my body is sensing and doing, and the proper
relationship between them. In Chapter 2, I would like introduce you my voyage from the
inappropriate psycho-physical reaction to the appropriate one.
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Chapter2
Appropriate Psycho-Physical Reaction

In Chapter 2, I would like to show you how I, as an appropriate psycho-physical unity,
faced and dealt with my past habitual tendencies which I described in Chapter 1. During
the training for the Alexander Technique, I could obtain the uncountable beneficial
thoughts and the delicate and subtle kinesthetic sense. They were brought to me by my
teachers, my colleagues, books, anatomical aspects, etc., as well as my curiosity for the
Technique and the use of myself, so I would like to describe my ideas with what I learned
from them.

1. The chest up and forward
As I described my tendency about the chest up and forward when I started to sing in
Chapter 1, this movement was the main cause of the nonfunctional movements of the
other parts of the body. If I do not inhibit the movement first, I would have to continue to
sing in the improper condition of the whole body forever. In order to prevent myself from
doing the movement, before starting to sing I always think the fundamental direction in
terms of the Alexander Technique. The following is my own version of the direction:
1. The neck free.
2. Imagining a light is going from the top of the head to the ceiling.
3. Imagining the light is going from the coccyx, through the whole spine, to the
ceiling.
4. The back widening.
5. The knees going forward and away from the hip joints and the ankle joints.
6. Sensing the center of gravity on the heels, not on the toes.
7. Sensing the support or energy to be upright from the floor, and imagining it is
going through the whole body to the ceiling.
8. Doing nothing.
9. Saying in my mind, “I will not sing, I will not sing. . . ,” and starting to sing.
I could add the softness of the jaw and the inside of the mouth, or the breathing
process, etc., but I would like to describe them in the later parts of this chapter.
When I start to sing with the direction, I can inhibit the chest up and forward; because
my consciousness can keep sensing the coordinated and balanced function of the whole
body, not the part; and also the strong message of the inhibition that I will not sing is
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preventing myself from taking the deep breath by making the chest movement. Then,
without any extra effort, the wholeness of myself can start to sing. I am not made to sing
by a song or my excessive intention to sing.
I would also like to show you the detailed process of the direction and the inhibition
about speaking from The Voice Book by Michael McCallion (1988)6:
. . . you use the process of stopping in order to refuse your muscles their
accustomed reaction to stimulus; and you use direction, permission, on the joints.
That is how the new relationships are made. A typical sequences of happenings
using stopping and direction would go as follows:
1 I want to speak.
2 However, every time I do so I pull my head back, and I don’t wish to do that as
I know it impedes the process of vocalization.
3 But this response of pulling the head back is automatic and immediate.
4 To avoid the reaction which goes with it I must cancel the message to speak. I
think ‘I will not speak’ and I say to the muscles of the neck ‘stop doing’ (or
‘neck be free’); this produces the effect of release, the bones of the neck are
allowed to assume their proper relationship – open rather than closed. The neck,
in other words, has been prevented from making its ‘normal’ speech reaction.
5 I re-affirm my direction of the whole head/neck/back relationship.
6 I keep this release with direction, and I open my jaw without pulling my head
back.7
I think that getting familiar with the inhibition and the direction needs a lot of time, as
we can see the above process, but they would give us another living way slowly but
surely. The process based on the means-whereby gives me the clear awareness of myself:
Through the process I can strongly realize that I myself am being right here, and sensing
and listening to my body and mind deeply. I can point out that the inhibition and the
direction are the most effective and valid thinking methods in all the activities as well as
singing.
Regarding the tendency to take the air to the chest, I needed to correct my preconceived
idea and image of the lungs. If we touch the upper back and the sides of the chest when
we breathe in and out, we can sense the movement of the lungs and the ribcage clearly.
So I corrected my habitual image that the air was coming to only the chest, and gradually
got the sense the three-dimensional movement for breathing, and also the other related
movement and sensation such as the diaphragm, the abdominal muscles and organs, the
pubic diaphragm, the softness of the arms, etc., especially through swimming as my daily
activity.
6
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As a practice to inhibit my preconceived image, I breathed as touching the upper back,
or did lie-down exercise, which gave me the sense of the back and the movement of the
air to the back definitely. Even now, if I sense the tendency of the chest up and forward, I
soon touch the upper back and confirm the movement of breathing to the back.
Moreover, I try to imagine that my voice is going to the back and then to the back space
behind me, and listen to it closely. These practices are so important and helpful to realize
the whole of the body as the three-dimensional existence.
As well as knowing the movement of breathing is necessary, inhibiting to manipulate it
intentionally is also important. As we do Whispered ‘ah’ exercise, we should not take the
air, but receive it or wait until it is coming to the nasal cavity naturally. One of my
teachers expresses this as “doing-nothing-breath,” “tidal breath” or “spontaneous natural
breath.”
We do not have to control the breath, and instead what we need is always “the neck
free” and “the head forward and up,” or “thinking up” as the direction. Actually, when I
feel in the halfway of the long phrase that I cannot keep my breath, I use the direction and
as a result I can finish to sing the whole phrase without running out of the breath. The
reason of the success might be considered that, by thinking the direction, the intention
and the extra tension to try to keep the breath is disappeared and at the same time the
open and soft space in the back of the mouth is created, which let the vocal tract keep
stable. One of my present aims for singing is still keeping this “doing-nothing-breath”
and “thinking up” in mind all the time.

2. The jaw tension
Here I would like to show you my tendency of the jaw from the description in Chapter
1 again.
My tendency about the jaw was pulling it down unduly and intentionally in order
to create the loud and bright sound, and this movement often caused the
unnecessary tension. Moreover, when I tried to do the movement in the condition
of the jaw up, which was triggered by the movement of the chest up and forward
connectedly as I mentioned above, I had to pull it down much harder than the
neutral position, and as a result I got the additional excess tension. That is to say,
a double tension was caused to the jaw by the two nonfunctional misuses.
Actually I used to have some strong pain around the temporomandibular joints
because of doing these movements. As the cause of the pain, I noticed the former
movement of the jaw, but was not conscious of the latter one.
As we can see above, one of my tendencies of the jaw, which was making it up, was
triggered by the movement of the chest up and forward connectedly. As I mentioned in 1.
The chest up and forward above, I really needed to inhibit the movement first as the
fundamental cause of the nonfunctional movements of the other parts of the body. If I
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could manage it, consequently I could prevent the jaw from going up. At this point, I
tried to observe myself with a mirror, as Alexander did, especially the first chest
movement and the connection to the jaw. Seeing myself standing through the mirror, I
was so surprised that I already had the tendency of the chest up and forward and the jaw
up even in my daily posture. Then, once I tried to sing, the chest was further going up and
forward and the jaw was further going up. Through this observation, I noticed that what
seemed the right and natural sense was in fact improper for the body function; and I
should be so conscious of both the habitual sense and the new appropriate sense even in
the daily life, and inhibit the former deliberately. As I showed in 1. The chest up and
forward above, reminding me of my back with my hand or the lie-down exercise is so
helpful to inhibit it as well.
Now I would like to consider about another tendency of the jaw which I pulled it down
unduly and intentionally in order to create the loud and bright sound and then got the
tension and pain. For the tendency, I really had to understand the anatomical aspect of the
jaw movement and the sense. The main important point is the relation between the jaw
and the temporomandibular joint (TM joint). Pease see the Figure 1.8
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TM joint is encapsulated within a fibrous capsule, the only true ligament of the joint,
and gliding, angling and rotating during what appears to be simple hinge movements of
the jaw.9 To prevent the jaw from being pulled by the extra tension, I should know that it
is hanging from the TM joints softly and naturally with gravity. Tracing the outline of the
jaw from the joints to the underside of the jaw very softly gives me the sensation clearly.
In addition to it, I would like you to see the digastric muscle in the Figure 2.10 It runs
from the mastoid process to the hyoid bone and then loops through the tendinous sling of
the hyoid bone, and goes to the underside of the jaw. It let the jaw depress with hyoid
bone fixed, and let the hyoid bone elevate with the jaw fixed; so we can know the relation
among the jaw, the hyoid bone and the back part of the skull.11 This anatomical
information let me drop the jaw down with stability, and let my consciousness move from
the jaw to the back of the neck and think “the neck free” and the up direction. I can use
the jaw in the connection to the skull three-dimensionally. Of course, we could also
consider the other related muscles to the jaw such as the suprahyoids, the masseter or the
stylohyoid, but here I would like to take up only the digastric muscle from my experience
in terms of the relation to the coordinated whole body.
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Moreover, I could refer to the hard and soft plates in the inside of the mouth in the
relation to the jaw. Please see the Figure 3.12 When I tried to create the openness of the
inside of the mouth, I only thought letting the jaw down. However, as the opposite
direction of the movement, I could let the upper jaw or the hard palate up and the soft
palate up and backward as the beginning of yawning softly. This movement can prevent
me from pulling the jaw down intentionally, and also create the open space in the back of
the mouth which is important to pass the voice smoothly and also resonate it. To give my
fixed idea the opposite and new thought might be one of the treats of the Alexander
Technique.

3. The Back of the neck collapse and the tension
Here I would like to see my tendency of the back of the neck from Chapter 1 again:
As the next tendency, I could say that the back of the neck was collapsed and the
head was pulled backward, connecting to the movement of the chest up and
forward and the jaw up; and I always had some pain around the back of the neck.
Moreover, the collapsed back of the neck seemed to make the whole pharynx and
the vocal organs collapse at the same time, and actually I felt that my voice was
stopped around them before coming out of the mouth. So I massaged around the
back of the neck before singing as a warm-up, and at a point I could sense that
some pressure was gone and my voice was passing through my pharynx clearly
without crushing any obstacles.
As I pointed out in 1 and 2 of this chapter, I should first inhibit the tendency of the chest
up and forward as the fundamental cause of the nonfunctional movement of the other
parts of the body. If I can practice to inhibit the tendency and get the direction
consciously, consequently the jaw up, the head back and down, and the collapse of the
back of the neck would be prevented.
Regarding the pharynx as I mentioned above, I should be much more conscious of it as
the tract of the voice and think the openness and the softness; because the collapsed
pharynx, as a consequence, would collapse the larynx in front of it, which includes the
vocal cords (please see the Figure 3). Whispered ‘ah’ exercise is so helpful to sense that
the sound produced in the vocal cords is passing through the open pharynx to the mouth
clearly. Also, “the neck free”, “thinking up” and especially the consciousness to the back
of the neck let the pharynx open and lengthen softly.
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4. The shoulders tension
My tendency of the narrowed shoulders and the tension was linked to the chest up and
forward, so what I should do first was to inhibit the tendency of the chest and to get the
fundamental direction as same as I mentioned above. Moreover, please see the Figure 413
and the Figure 514. The scapulae do not have direct bonny connection to the axial
skeleton, but are secured by a number of muscles that reach out from these bones to
different parts of the axial skeleton. And these muscles give each scapula remarkable
mobility over the posterior thoracic wall.15 Knowing the anatomical information and
sensing the mobility gave me the sense of the floating and hanging shoulders and
prevented them from narrowing and having my habitual image that I felt as if the heavy
stones had been on my shoulders. At the same time the mobility encouraged me to
enhance my sense for the breathing backward.

Trail Guide to the Body, p. 56
Ibid., p.69
15
The Anatomy Coloring Book, p. 31
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14
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About the relation among the shoulders, the arms, the hands and the fingers, I always
use the following image (please see the Figure 4): The arm is coming from the sternum,
through the clavicle in the front side of the torso, and from the scapula, through the spine
of the scapula in the back side of the torso; and they are meeting each other at the
acromioclavicular joint and going to the edge of the shoulder together, and hanging from
the shoulder joint with gravity; and I imagine the flow of water to the fingers. I also sense
that the muscles from the back and the chest are inserting the shoulder joint(please see
the Figure 616 and 717). These ideas give me the widening shoulders and the sense that my
arms are connected to the center of the body and supported by the whole torso when I use
them. If I sense the tightness of the hands and the fingers and it influences on the
shoulder and the neck when I play the piano as I described in Chapter 1, I should go back
to these ideas again as well as the fundamental direction such as “the neck free.”
The shoulder pain was a part of my life, but knowing the truth of the body and sensing
it by myself totally made it disappear. I could insist the effect and the importance of the
appropriate psycho-physical reaction from this experience.
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5. The face tension
One of my tendencies of the face was that I overdid making the expression with the
face. When I overdid it, my intention was too much focused on the face and it was as if I
had sung with the face, not the voice. Although I do not think that facial expression is
wrong, it should be inhibited if it interrupts the coordination of the whole body. In my
case, it completely influenced on the coordination improperly, so I had to inhibit it and
thought the direction such as “the neck free” instead. When I thought the direction, my
consciousness only in the face was shifting to the back, and as a result I could think and
sense the fundamental coordinated condition of the body and the voice production to sing
instead of the superficial and excessive expression by the face.
The other tendency was that I overused the part of the face to create the higher pitch:
Making the eyes open unduly with the extra tension, making the eyebrows go up
excessively, and manipulating the shape of the mouth and the jaw overly. As I inhibited
the facial expression, I needed to inhibit myself from having the excessive and improper
use, and get the direction.
In addition to it, I should let the jaw down loosely and the hard palate up and the soft
palate up and backward softly to have much space in the back of the mouth to resonate
the sound, instead of trying to make it (please see the Figure 3). Also, when I do
Whispered ‘ah’ and imagine some funny things to let the cheek bones up softly to create
the space in the back of the mouth, and let the eyes soft, I can feel that the whole face
muscles are softening; and the paranasal sinuses which are important for resonating the
voice18 are opening; and I can sense the open space inside of the face rather than the
superficial part of the face. The sense of the internal openness also brings me the sense of
the smooth flow of the breath clearly.

6. The tongue tension
My tendency of the tongue was making it tight especially when I practiced some
English diction which is not familiar in Japanese diction. As I described in Chapter 1, this
was one example of ‘end-gaining’ without thinking the use in the “means-whereby’
procedure. I had to understand that what I should be conscious was the condition of the
tongue in the procedure rather than the produced sound.
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Tortora, Gerard J. and Grabowski, Sandra Reynolds. Introduction to the Human Body
6th Ed. Trans. and ed. Satake, Yuka, Mieko Kurosawa, Yasuhiko Hosotani, Kenichi
Takahashi. (Tokyo: Maruzen Co., Ltd., 2004) p. 135
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As an exercise to obtain the condition of the flexible tongue, I found that Silent ‘la-la-la’
is so useful before singing. Silent ‘la-la-la’ is opening the vocal cords softly and not
rubbing them to make any sound, and prevents the tongue from having some tension to
create the sound. This exercise also brings me the sense of the openness and the
awakening in the throat and the vocal organs such us the hyoid bone, the larynx, and the
releasing of the other related muscles: For, the tongue connects to the hyoid bone; and the
hyoid bone connects to the larynx which includes the vocal cords, and it also connects to
the suprahyoid muscles to the jaw, the styloid process to the skull, the digastric muscle to
the skull, and the infrahyoid muscles to the sternum and the shoulder girdle (please see
the Figure 819, 920 and 1021).
Moreover, when I do Silent ‘la-la-la’ and think the connection between the tongue and
the hyoid bone, and between the hyoid bone and the other muscles which relate to the
skull, the torso and the shoulders, it gives me the strong three-dimensional sensation,
especially from the chest to the back of the head, and also encourages me to get the
fundamental direction as “the neck free.” We can see that only the use of the tongue is
related to the condition of the whole body. I could point out again that there is not the
part, but the whole in the body.
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7. The hoarseness of the voice and the throat tension
As I described in Chapter 1, the hoarseness of the voice and the throat tension were
triggered by the nonfunctional use of the whole body and the inappropriate psychophysical reaction. As I mentioned above in this chapter continuously, I first had to inhibit
the tendency of the chest up and forward as the fundamental cause of the nonfunctional
movement of the other parts of the body. I practiced to inhibit the tendency and get the
direction consciously, and consequently the jaw up, the head back and down, and the
collapse of the back of the neck were prevented. And as I considered in 3. The back of
the neck collapse and the tension, I let the pharynx open and soft not to collapse the
larynx in front of it.
Moreover, I had to inhibit the intention to try to produce the sound by tasking the vocal
organs, and obtain the kinesthetic sense to resonate the sound. From my experience,
creating the open space on the back of the mouth and using the hard palate as
“soundboard”22 might be the great and beneficial way to resonate the sound not having
the burden of the vocal organs and not losing the total coordinated function of the body
(please see the Figure 3).
As I described the change of my inappropriate psycho-physical reaction about the
shoulders pain in 4 of this chapter, I could also change my improper reaction for the
fatigue and the pain of the vocal organs to the appropriate one gradually. I had to take
much time to inhibit my improper reaction as listening to and sensing what was
happening inside of me, because the habitual reaction had been clinging to my body and
mind so strongly for all my past years; but now I understand mentally and physically that
the improper sensation brought by the pain is unhealthy and does not work at all.

8. No sense of being grounded, or unrecognizing the lower part of the
body
I would like to show you my past tendency about no sense of being grounded, or
unrecognizing the lower part of the body from Chapter 1 again.
I think this tendency was nearly related to the chest up and forward. When I
made the chest up and forward, the pelvis was pushed forward; the hip joints, the
knee joints and the ankle joints were locked without any flexibility to move; and
the weight was shifted to the toes without the coordinated balance for the gravity.
At the same time all my intention was focused on only the upper front part of the
body, so it was impossible for me to recognize the lower part of the body and get
the sense of being grounded. I had this tendency in my daily life strongly as well,
22

Voice and the Alexander Technique, p. 45
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and it was as if I had lived only by the upper front part of the body. I was never
conscious that I stood on my feet, I walked by moving my legs, or my weight was
coming through my legs and feet to the ground.
As you can see, I could point out that what I wrote above definitely needed the inhibition
and the direction which I mentioned in 1 of this chapter. The head, the neck and the torso
are going upward, and the legs are going to the ground, and the whole body is getting the
sense of the energy to be upright from the ground. This direction gave me the strong
sensation that I myself am standing with my own feet, and also the certainty of my
existence as a coordinated wholeness.
Going back to my life, I think that I always felt many things and had my own thought,
but those were remaining inside of me quietly and I was not familiar with how to come
them out to other people or outer world. They were just only for myself. However, by
learning the sense of being grounded and realizing my whole existence, I could gradually
understand that I did not have to stop my thought and feeling inside of me; and I could let
them come out of me, and express them and share them with other people. It is not a
difficult thing, but natural and simple for the human being. I am standing on my feet right
here, and other people are also standing on their feet around me. There are no distance
but sharing between me and them. I am connected to the world. I can breathe.
Singing is the same thing as sharing with other people. My mind and body are connected
each other; the vibration in my throat is becoming my voice, my words and my melody
with my affection; and I can share it with other people simply.
This sensation of sharing with people might be one of the great things that I learned
through the Alexander Technique.
As the end of this chapter, I would like to point out that the thinking process of the
inhibition and the direction gave me the coordinated body which is based on the proper
function of the mechanism. As I mentioned continuously in every section in this chapter,
the most fundamental use of myself grounded on the primary control manages the every
function of the whole body. I truly believe the significance and the benefit mentally and
physically from my experimental repetition of the thought and the action.
And besides, I would like to insist that as I was getting familiar with the process of the
inhibition and the direction, and the sensation of the coordinated and balanced body, I
could gradually become aware of myself as an inappropriate psycho-physical unity: I
could recognize that the pain was literally the pain, and the improper and desperate
condition which could not sense the pain as the very pain was inappropriate and
unnecessary for me to live.
If I went back to the condition whether consciously or unconsciously, I took time to be
aware of it quietly, inhibit it and be back to the direction or the relationship among the
head, the neck and the back again. I think this procedure which consists of awareness of
the inappropriate psycho-physical reaction, the inhibition and the direction are the
appropriate psycho-physical reaction. And, the purpose of the appropriate psychophysical reaction is not to let us be the perfect and complete appropriate psycho-physical
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unity, because whoever has the past might have their own habitual tendency more or less;
but let us renew our mental attitude to realize our existence each moment. We can notice
what we are doing each moment; take time to accept it, not trying to extinguish it even
though we would like to judge the quality; and think how we can be being by using the
direction and our potential.
Pearl Ausubel, one of my teachers, said in her last class before retiring, “Give up the
past.” She said that as soon as she had sat on the chair at the beginning of the class, and I
was so surprised and impressed by that. I noticed that she said that to explain the process
of the inhibition, but the words which were uttered by a woman in the middle of eighties
were coming straight to my ears and are still remaining there strongly. I could not help
feeling that the words had the strength and the flexibility to live a life, and were born
from her who had lived her life as thinking all the time. I think that she would like to say
that we could not erase the past, but give it up by using our thinking.
Probably there is no end of the appropriate psycho-physical reaction, but I think that this
is to live our life as she did.
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Chapter3
Musical Expression with
Appropriate Psycho-Physical Reaction

In this chapter, I would like to show you how I use the appropriate psycho-physical
reaction which I learned to my musical expression. Especially during my second year at
the training program, I was in confusion or a slump for a long time because I could not
connect the inhibition to my musical expression for singing as I wanted. The following is
my thought and experience about it at a private lesson with one of my teachers:
“Too much inhibition. . .”
In today’s lesson I practiced singing as paying attention to breathing and moving.
To tell the truth, however, I had not practiced it for a month by myself at all
because I had lost my confidence for singing, had not known how to sing and
what to sing, and had also been scared of practicing and going out to the place to
sing. Some resistance to singing had swollen inside of me.
I could say that what made me feel these feelings was related with “inhibiting too
much.” The inhibition is to take away the extra tension for singing, but I suppose
that it had also inhibited my personality or individuality as a person who wants to
express oneself or art. The continuous practice of the inhibition had had an
unnecessary power, and had made me inhibit my will of “ I want to sing,” and
then feel “Why I should sing” and “I don’t feel anything that touches a chord with
me.”
The Technique is not to inhibit passion for expression, but to inhibit the extra
and unnecessary things which are subordinate to passion for expression. I think
that my slump situation had been the former, thus there had been no space inside
of me to enjoy singing at all.
However, in today’s lesson, surprisingly my teacher sang and danced together
with me, and I could feel my singing through my whole body, which I had
forgotten completely, and also my voice was getting louder not with tension but
with clear resonance. And, by moving my arms and my body freely and widely,
from side to side and from up to down, to the song’s intonation, I could remember
the dynamic energy flowing through my body. She told me that dancing and
singing were connected each other strongly.
Moreover, she taught me a method to sing: I sometimes cut a phrase word by
word because I paid attention too much to the English diction, so she showed me
that by using portamento I could connect the words one after another like a wave
or a roller coaster. When I did this exercise with the movement above, I really felt
comfortable and cheerful with my resonant voice and the movement both
internally and externally. I could enjoy myself as a coordinated self. She also
recommended me to practice to sing with a stream like Ella Fitzgerald’s scat.
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This lesson with her gave me an answer why I had been in a slump: She
reminded me of the pleasure of “singing from my whole body brimming over
with the happiness to sing.” And I could learn that I could inhibit the extra tension
even though I moved widely and was eager to express, and the inhibition could let
the pleasure of performance enhance to the maximum.
I think that this experience shows you one of the examples about how to use the
principals of the Alexander Technique to musical expression beneficially as an
appropriate psycho-physical reaction. And a couple of months after the experience, I
could get the clear idea of the connection between the principals and music expression
when I took another teacher’s lesson. It can be called “The cycle for musical expression”:
The cycle for musical expression:
The inhibition ⇒ The direction (the neck free; lengthening) ⇒ Starting a phrase
⇒ Expressing and enjoying what you want freely ⇒ Ending the phrase
⇒ The inhibition. . . (continued)
In “The inhibition”, as the beginning of the cycle, I inhibit my first reaction or my
excessive intention to sing; and in “The direction” I direct myself to sing, especially by
the neck free and lengthening; and once I have got the coordinated condition, I start a
phrase, enjoy the expression freely and finish the phrase; and before the next phrase, I use
the inhibition and continue the same cycle.
When I first learned the idea, I felt that every confusion was disappeared: For, more than
a half year, I was struggling with the problem about how I could keep the inhibition and
the direction in musical expression. When I tried to keep them, I could not pay attention
to the expression, and vice versa. However, from the idea of the cycle, I could know that
I do not have to try to keep them from the beginning to the end of the song; instead I
could renew them between the phrases all the time to enhance the expression.
The idea of renewing also gave me experience of the smooth sifting from the inhibition
till the actual action; For, in reality, with the stream of time, music is progressing forward
and forward, and I need to shift to the next phrase with one click rhythmically. As
practicing the cycle, I could feel that I could run the inhibition and the direction on the
flow of music rhythmically; and at the same time my musical rhythmic sense was also
enhanced with that.
As well as the experience with the former teacher above, the idea of the cycle brings me
the significance of the appropriate psycho-physical reaction. By the reaction, we should
always be aware of our own tendency and give ourselves the proper inhibition and
direction. And the more important thing for us is that we can use them in any action in
our real life, not being used by them.
Now, in terms of the idea of the cycle, I would like to refer to “everlasting present”
which is one of the philosophical aspects about time that I prefer. There are so variable
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concepts about time: “moving image of eternity” by Plato; “the number of movements in
respect of the before and after” by Aristotle; “the life of the soul in movement as it passes
from one stage of act or experience to another” by Plotinus; “a present of things past,
memory, a present of things present, sight, and a present of things future, expectation” by
Augustine; “the eternal return” by Nietzsche; Being and Time by Heidegger; Time and
Free Will by Bergson, Lectures on the Phenomenology of Inner Time-Consciousness by
Husserl. etc. 23 However, we could distinguish the different aspects about time into the
two time senses broadly24: One is the Judaistic, Christian time sense; and the other is the
ancient Greek, Indian time sense. The former is that time is going from the beginning to
the end straight, which is based on the creation and the decline of the world in terms of
the religious concept. The latter is that time is cycling and has no end, which is based on
the reincarnation. I was interested in both senses and studied them in relation to my study
of literature at graduate school before, but personally I preferred to the latter, the cycling
time sense; because it has the concept that the infinite repetition of the time would be the
eternity, and it seemed to me that it gave me some thought that we could live our life as
sensing and taking care of every present moment as if it continued as eternity. We could
live the present moment as enjoying the change of the seasons, the scent of breeze, the
sound of rain, the bright green of trees shining in the blue sky, and sensing our existence
and breath; and it would become “everlasting present.”
When I studied the above contents and the other philosophical subjects before, I
considered them as the metaphysical subject on the thought only in my head, and I
always felt that they were separated from the daily life. However, after I started to learn
the Alexander Technique, I gradually hoped to experience them in the daily life in terms
of the thought and the action.
Especially when I was swimming, I preferred to think “everlasting present” in the
concepts of the Technique, and I used to think the idea as the following: We can live each
moment, taking care of ourselves, each breath, each movement and each rhythm, and
never lose them; and when we touch the wall at the other side, turn and swim again by
our will, we can continue to live the each moment as it can be connected each other and
be eternity on the aspect of everlasting present; and it is going to be the everlasting cycle
of the present.
When I thought the idea before, I always focused on the total stable constancy rather
than the existence of the each moment. However, after I learned the idea of the cycle for
the musical expression and the idea of renewing, my attention was paid to the each
moment much more; and I could realize that we can always renew ourselves every each
moment as a psycho-physical reaction, and a series of the renewing is creating the aspect
of the everlasting. I think that this idea let my life more alive and vivid, and at the same
time let me sense myself more simply but sharply. The Alexander Technique can let us
live as renewing ourselves each moment in “everlasting present.”
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Conclusion
Happiness inside of me
At the lesson for entering the training program, one of the teachers said to me, “You
don’t have to add anything to yourself. You’ve already had anything you need for
yourself. [As the teacher was pointing the plant in front of us, , ,] As this plant is growing
and standing simply, you can live just simply.” I still remember that the words so
impressed me and made me live easier than before.
And three years have passed since then, how did I change further? As one of the
answers, I discovered the most wonderful thing for myself recently when I took a lesson
by Pedro de Alcantara who is the author of Indirect Procedure (1997) and The Alexander
Technique – A Skill for Life (1999):
On my way home after taking his lesson I felt that my mind and body were filled with
happiness, which I had never experienced before. Probably I have worked so hard
especially for teaching the Alexander Technique at school lately, and it might be good for
me to take the lesson being away from school stuff. I could take much time to pay
attention to only the use of myself, and let myself listen to my condition much more
deeply, and think about the qualities of the inhibition and the direction much more subtly
than usual. The lesson strongly let my mind and body be in tune and coordinated each
other, and I really felt that something like happiness was flowing my whole body.
And I wondered what it was, and later I noticed so important thing for me: Before
entering the training program, I had thought that I had not had anything that I had needed
for myself and maybe the training would add something important to me. And during the
three years the Alexander Technique has been giving me many great experiences that I
need for myself and teaching me how to live as an appropriated psycho-physical unity. I
believe that it is true. However, I found much more important thing, after taking the
lesson, that I have everything that I need for myself inside of me, and I do not have to add
any other things to me. I have every possibility for myself inside of me and I can just
know the existence and use it in my way with some tips. This was exactly the same thing
as my teacher said to me before entering the training program as I mentioned above.
I had read and listened to these things in so many books and people's sayings before,
and I had thought that I had understood them in my head; however, I think that that was
my first time for me to experience them in my whole body and mind. I can make an
ironical remark about the fact that it takes about three years or more than that to find out
what I have already had right here within me. However, I also understand that I needed
the time and the experience at the training to find the these things, and I can say that I am
so fortune to find them.
I could also point out the same thing about music. Recently I have found that I have
already had my own pure expression for music inside of me. I do not have to add any
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other expressions to me; and I listen to the resonance of my voice from the beginning till
the end, and can just use it to express with some tips.
Alexander described about happiness in terms of the psycho-physical process in
Constructive Conscious Control of the Individual (1923)25:
Conscious fundamental psycho-physical processes do not end; they are
continuous, and therefore connote real growth and development. This applies to
all the acts of life, and the establishment of the psycho-physical uses which are
associated with the processes of constructive control and continuous growth
herein involved is inseparable from that psycho-physical manifestation which we
call “happiness.”26
I strongly believe that the happiness which I felt was the same as the happiness which
Alexander mentioned above.
Through my whole experience, I can make a definition of the Alexander Technique as
the following: The Alexander Technique is the technique to find the possibility and
happiness which have already existed inside of you as sleeping without being known by
you, through the appropriate psycho-physical reaction.
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