MODULE CODE: BMPF7003
Application of Learning in the Workplace
	1.Critically evaluate a range of voice related concepts theories and models that you have recently studied, explaining their relevance to your workplace practice and procedures, and develop a strategy for applying what you have learned to improve your practice and performance.
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Teaching projection to female musical theatre and classical singers.

My objective is to explore the ways in which vocal projection can be taught safely to female singers and how this may differ between the classical and musical theatre vocal styles. As a teacher of both musical theatre and classical singers, I regularly have students disclose that they do not know how to make their voices louder. This led me to question whether there is a set way of teaching projection. From my own experience with teachers, words like focus and placement are often used to try and achieve this well projected sound but McKinney (2005, p.139)  suggests that teachers may end up in a ‘scientific quagmire’ by using this terminology as it can lead to more vocal problems down the line. By doing this study, I aim to increase my own knowledge about projection and develop my own strategy to help female musical theatre and classical singers learn how to project their voices safely. 

The main concepts that I wish to explore in this study are bel canto technique, vowels and semi-occluded vocal tract exercises (SOVTE). I was trained in bel-canto technique as an opera singer but use vowel modification regularly in my own teaching practice. My aim is to learn more about the science behind why these work for projection. For my formative assignment, I researched SOVTE’s and since this, I have started using these within my teaching practice. Although I know from experience that these can help with projection, I am not entirely sure of the reasons why. This assignment should therefore help me to learn more about this area.  Within these concepts, I will briefly touch on cross training singers by focusing on exercises that could apply to both musical theatre and classical singers as this is the type of clientele that I teach. I will also mention the ethics behind teaching projection as there is a safety element to teaching this in order to avoid any vocal health issues occurring. 



Before this study can take place, it is importance to understand a brief overview of what resonance is and how this links to vocal projection.  Malde (2012, p.107), suggests that ‘of all aspects of singing, resonance is at once the most vital and the most difficult to quantify’. Clinically, vocal resonance can be described as ‘easy to produce and buzzy in the facial tissues’ however physically, resonance acts as a ‘reinforcement of the source by the vocal tract’ (Titze and Verdolini Abbott, 2012, cited in  Rakerd et al. 2019, p. 7). In order to project our voices, we must therefore understand how to sing with a resonant sound and to do this we must understand what is meant by the term vocal tract and the different ways in which we can produce a resonant sound (See Appendix).



Bel Canto technique

Classical singers must have efficient voices that can project over an orchestra, carrying without the sound reinforcement (Cleveland, 1994). In Bel Canto technique, this can be achieved by using chiaroscuro which is simply ‘a combination of the Italian words bright and dark, or clear and obscure’ (Kirkpatrick, 2009, p.15). According to Stark (1999, p. 33), chiaroscuro is a ‘bright edge, dark round quality in a complex texture of vocal resonances.’ The bright quality is achieved by firm glottal closure whereas the dark quality is provided by resonances of the vocal tract (Stark, 1999). Chapman (2018, p. 98), describes this as a ‘desirable alignment and use of vocal resonating areas resulting in a supercharger effect, a bonus of resonance’ whereas some studies describe this quality as ‘placing the tone in the mask’ (Gramming et al. 1993, p. 35) using nasal resonance. Some vocal pedagogues oppose this bel canto terminology, claiming that vocal resonance does not come from nasal resonance at all (Vennard, 1964; Bunch Dayme, 2005). In a recent study on head resonance however, results differed from this view and suggested that nasal muscles aided head resonance and created a wider amplitude of vocal fold vibration with an increased acoustic mechanic interaction (Aura et al. 2022). 

From this research, it is difficult to ascertain whether vocal resonance is more effective coming from the oral, nasal or pharyngeal cavities as these studies seem to differ in opinions. This means that it is not possible to understand the true central point of resonance at this point in time. Further study into the different types of resonance and their efficiency would be beneficial as currently, there are not many studies that explore this. 


Vowels and aggiustamento

Musical theatre twang shares similar characteristics with the operatic squillo (Evans, 1995) and is achieved with a ‘tight constriction of the aryepiglottic sphincter’ (Evans, 1995, p. 73). Despite musical theatre singers having the assistance of amplification, they are still required to project their voices when singing, especially when belting. One of the fundamental characteristics of belt is a loud, brassy sound (Bestebreurtje and Schutte, 2000; Lebowitz and Baken, 2011).  After studying the qualities of musical theatre singing, Bourne and Garnier (2010,p.4) argued that belt requires a ‘different pedagogical approach to classical singing’ however Taylor (2020) suggested that belting and musical theatre technique can help classical singers to strengthen their lower middle voice. 

Taylor (2020)  believed that the difference in both styles lies in the approach to vowel modification and manipulation of the vocal tract. Classical singers are supposed to navigate the passaggio to give the effect of there being no break in the voice whereas vowels can help musical theatre singers to achieve the best resonance. Helding, suggested that [ae] was the best vowel for musical theatre resonance, pairing this with consonants (Taylor, 2020). It is possible that vowels could be the key to enabling singers to project their voices. Manuel Garcia, one of the first leading bel canto pedagogues, believed that the Italian /i/ vowel was the most ringing vowel and that dullness in other vowels could be corrected by passing from a ringing vowel to a dull vowel on the same note (Garcia, 1894). Whilst this could be a particularly helpful exercise to use in my teaching strategy, it is possible that this exercise is missing the twang element needed to help with projection in musical theatre so Koistinen and Manen’s recommendation of humming on nasal sounds could be helpful in creating a more resonant sound and increasing power in breathy voices for both musical theatre and classical singers (Aura et al. 2022; Lombard and Steinhauer,2007). From my own practice, I have found that a good vocal exercise to use for achieving optimal resonance is singing the combination of Italianate vowels /i/e/a/o/u on a sustained note in a legato style. It is possible that a combination of Garcia (1894), Aura et al (2022) and Lombard and Steinhauer’s (2007) theories could be successful in my teaching practice by starting on a nasal sound and moving between this and an Italian /i/. 

Arguably, adjusting vowels could be the most beneficial way of achieving better projection. In classical singing, adjusting vowel resonances at different pitches is called aggiustamento (Callaghan, 2000; Yu Chan and Do, 2021).  Classical singers achieve this projection by controlling resonance space via formant tuning or resonance tuning (Doscher, 1994). ‘Resonances are referred to as formants and their frequencies and amplitudes shape the radiated spectrum’ (Björkner, 2006, p. 10). 

Because of the scope of this assignment, it is not possible to go into depth with formants and resonant tuning however it is important for the reader to be aware of these and how adjusting vowels can help with resonance.  Hopkin’s method ‘replaces the abstract terms of placement, resonance and projection with more concrete terms and defined articulatory placements’ (Dromey et al. 2011, p.678) by focusing on the vowels /a/e/i/o/u/. This method suggests that gliding exercises between the /i/ and /u/ vowel can help with resonance training in singers  (Dromey et al. 2011). I will incorporate this exercise into my strategy (see appendix) as it could help a classical singer to improve their resonances between vowels but also compliments Garcia’s strategy mentioned previously (Garcia,1894). 


Ethics 
	 
It is important when teaching belt or any form of projection, that this is done safely. Ruhl (1986), believed that belting forces the larynx to function in an abnormal way and that it is damaging to the laryngeal tissue. From an ethical viewpoint, in order to teach projection safely in any style, it is important to have a correct knowledge of the technique that you are teaching. LoVetri (2002) believes that health should always be a primary concern when teaching CCM styles. She stated that there is no correct place to put a tone or one set way to produce resonance which resonates with my own experience of resonance. Weekly and LoVetri’s study (2009) also showed that there is a need for CCM pedagogy to be taught within university courses and within this study, only 19% of 95 respondents teaching musical theatre were assessed to have the skills needed to teach musical theatre in a safe way. It is possible therefore that any confusion with projection could be caused by teachers having the incorrect training and knowledge to teach it.  ‘One of the frequent risk factors for developing a voice disorder is the lack of sufficient knowledge about the principles of voice production’ (Morawska et al. 2022, p.5). CCM singers are less likely to seek training professionally because most voice teachers offer a classical voice technique and do not understand the contemporary style (Neto et al. 2017). If anything, this highlights the importance of the work I am undertaking for my own teaching practice so that I can gain the knowledge that it takes to fully support my musical theatre students, despite being trained classically. 


Semi-occluded vocal tract exercises

One way of increasing vocal projection in a safe way is by using semi-occluded vocal tract exercises (SOVT) (Paixão et al. 2021) which are often used with patients suffering from vocal health issues. These ‘involve narrowing the vocal tract, usually near the lips or tongue tip, while voicing’ (Dargin and Searl, 2015, p. 155). There are numerous different SOVT exercises that can be used to help this area and might be beneficial when working with both classical and musical theatre vocalists. Fadel et al (2016), found that the immediate effect of the SOVT exercise Lax Vox was a change in projection and voice brightness which the singers themselves noticed. Most literature shows an immediate difference in healthy voice production and resonant sound with SOVT’s (Guzman et al. 2013; Duke et al. 2015). The only flaw to these studies is that there was no information on the long-term effects of these exercises on the singer’s vocal projection. This lacks functional application in my own work within my voice studio as I am often working with students for longer periods of time so short-term differences may not be that beneficial. 

Despite this, they may still be effective exercises to use in my vocal strategy as the percentage of participants finding an increase in projection tends to be higher than those finding no difference at all. In Aparecida Cielo et al’s study (2013), one exercise that was particularly successful in this area was the finger kazoo technique where all participants found that their projection improved. To perform a finger kazoo, one must produce a ‘sounding blow with habitual intensity and frequency and without filling the cheeks, with relaxed and lowered tongue and with the index finger in front of the lips (Sampaio et al. 2008, p. 262).’

Some SOVT exercises directly correlate with the technique needed for both classical singers and musical theatre singers. Lip trills allow the vibration to amplified to the nasal and eye region which contributes to vocal projection and resonant balance (Zenari et al.2021). This is particularly helpful for those singers being trained in bel canto technique as they are often asked to sing using this area (Aura et al.2022). Not all studies found that SOVT exercises influenced acoustics however and Paixão et al (2021) found that there was no difference in singers before and after using SOVT exercises. It is possible that this is just the type of SOVT used as voiced fricatives were found to help to create a clear, resonating sound without friction whilst creating an ease in phonation (Laukkanen et al. 1996). 




Other factors to consider

Despite the science behind vocal projection, ultimately a student’s confidence in their own technique can affect their ability to project. In a study by Orton and Pitts  (2019), one student described her many types of singing voices and that she would not use her real voice in school but only when alone. Barefield (2012, p. 60) suggested that ‘singers, whose instrument is contained within the body itself, may be particularly plagued by an ongoing sense of anxiety that has the potential to negatively affect their work.’ Barefield continues that the statement ‘I’m scared’ is not uncommon within a vocal studio and when a teacher encourages a student to sing with more gusto, trepidation can occur and this may hinder singers (Barefield,2012, p.60). Arguably, it is not confidence issues that cause this but instead perfectionism which plays a role in motivation, effort, achievement and distress (Stoeber and Eismann, 2007). In my own teaching practice, I have found that students are fearful of projecting in case they are heard by other students in the corridor at school. Some of my students have disclosed that they are fearful of making a mistake and their voice sounding bad. From these studies and my own experience within my teaching practice, there is a pattern of self-doubt negatively affecting a singer’s ability to project their voice.  Ultimately it is our student’s choice whether they use the skills that they are taught in the application of their vocal projection. 





Conclusions


From this study, I have come to the following conclusions:

· There is no clear way of teaching projection, and this can potentially affect confidence levels in singers. 
· Closed vowel exercises are probably the most beneficial exercises to help with resonance.
· When choosing SOVT exercises, it is important that the correct exercises are used as some SOVTE’s are more effective than others.
· It is important to understand safe practice and technique when working with both musical theatre and classical singers otherwise incorrect projection could cause vocal strain.
· Teachers must be aware of other factors that could hinder a student from projecting their voice for example confidence issues or perfectionism. 


To summarise, I plan to apply my findings into my own teaching practice by creating my own teaching strategy (see appendix A) to address projection with my students. By using a variety of exercises, it will help with the fact that there is no one set way of teaching projection and I must be aware that some exercises may work for some and not for others as each singer is an individual with a different physique. Further study should be undertaken on the additional factors that can hinder projection in singers such as a lack of confidence and anxiety as this could help vocal teachers to have more knowledge in how to assist with these challenges in a voice studio. 































2a) Reflect on your recent learning experience and the value of learning you have acquired. Assess your current competences and identify future development needs in the context of your work place/voice studio/classroom.


Description 

I used Gibbs’ Reflective Cycle (1988) to reflect on my research (See Appendix B).  This enabled me to understand the task well in a structured way. I learn best with clear guidelines in linear steps as I am a sequential learner (Felder et al. 2016). By using Gibb’s Reflective Cycle, I was able to reflect in a way that allowed each reflection to move logically onto the next thought process. This task allowed me to learn more about how my understanding of technique can benefit my students; especially those in higher education and throughout the process, I was able to develop my own knowledge of technique further. 

One of the reasons that Gibb’s model stood out to me was because it aims to explore new ideas and ways of thinking about things. As a performer, I am constantly looking for ways to better myself. One study by Dunn and Shriner (1999, p.647), acknowledges the ‘motivation of performers to choose to improve, to learn through their experience and to integrate new knowledge into future performances.’ I believe that this mentality also shapes my teaching practice and the way in which I have applied myself to this study. 


Feelings 

The task of understanding projection in singers was not a small task. I was keen to learn but also felt overwhelmed initially. A study by Shockley et al (2008, p. 187) showed that this is normal with teachers and that teachers often had unspoken thoughts about feeling ‘inadequate, rushed and overloaded.’ After speaking to my colleagues, I found that my concerns were also the concerns of others (Shockley et al. 2008). A recent national study showed that many students felt overwhelmed with everything that they had to do (Oswalt & Riddock, 2007).

Going into this task, I was quite aware that I had a lack of knowledge in certain areas such as acoustics and Estill technique. I would however say that my understanding of female voices was of a high level before undertaking this assignment. As I continued this task, I noticed that the level of science in the studies that I was reading was inaccessible for most singing teachers. Many resonance studies discuss acoustics in detail but do not necessarily discuss this topic through the lens of a singing practitioner who may not understand the scientific terminology. As vocal teachers often work practically, there can be a barrier when it comes to reading and understanding the academic studies and what I found was that often information coming from studies that I was reading (Bourne and Garnier, 2010; Dargin and Searl, 2015; Dromey et al, 2011) was irrelevant to my own teaching practice as it focused more on the science and less on the singers as individuals. I also felt that having synthesised studies such as Bestebreurtje and Schutte (2000), Dargin and Searl (2015) and Fadel et al (2016), they often work with either professional singers or a limited number of participants and don’t consider the variety of abilities that we may work with as vocal teachers. 



Evaluation and Analysis 

Having researched SOVTE’s for my formative assignment, I had quite a good knowledge of this before starting this project and had already applied some of these into my own teaching practice. One thing that I found interesting was the contradiction between whether SOVTE’s were helpful for singers and whether they had no effect. Fadel et al (2016), Guzman et al (2013) and Duke et al (2015) focused on short term effects of SOVTE’s and quite often as teachers, we are working with singers for extended periods of time, so these were inappropriate for my own teaching practice. More study and research is required into the long term effects of SOVTE’s with a focus specifically on singers as a lot of research in this field is targeted towards those with vocal pathology. 

Another thing that I found were that some of the leading practitioners for cross-training such as LoVetri (2002) have very strong opinions on classical teachers teaching musical theatre or even strong opinions about the technique that they teach. Unfortunately, because a lot of literature on cross training singers is written by musical theatre professionals, it is biased and does not allow space for how classical technique may benefit a musical theatre singer. Whilst this is particularly frustrating for my own teaching practice, it has shown me that this is an area that I am very interested in exploring further and that I might even need to consider further training in musical theatre or at least Estill technique if I wish to further my career progression and work within a musical theatre college setting. 

Reflecting on the practicalities of this task, I do not feel that I used the resources available to me enough. Quite often, I try to do things in my own strength and often can be too independent which stops me from using resources as I feel like I can do everything without help. I show signs of being hyper-independent (White, 2022), which can lead to me taking on too much and not allowing myself to receive help from others. Grey (2017) studied the correlation between perfectionism, stress and anxiety. This correlation has been evident in my own journey throughout this assignment but even more so as I grew in self-awareness due to this reflective process. Some ways in which Grey (2017) suggested to help this stress was to use mindfulness and breathing alongside regular exercise. This is something that could help me going forwards with my future assignments. I could also develop my knowledge on areas that I am not as confident in such as Estill technique and this could help me to be more prepared in future tasks. 


Conclusion 

Throughout this assignment, I learnt about my learning styles and the strengths and weaknesses that I have. I feel like I became more self-aware through this process which is important for teaching as it will allow me to be better prepared for my teaching as well as being more aware of my students’ self-awareness development 
In regard to the literature that I have read, it has helped me to create my own teaching resource (See Appendix A) which I can use in my own teaching practice. I shall now apply this material practically which might even help me with the next few assignments. 
If I were to repeat this assignment again, I would allow for more time to research into formants and Estill technique as these are areas that I still feel that I could grow with in knowledge. Because of the nature of the assignment and wanting to stay concise, it was impossible for me to go into detail with this area but as I progress throughout this course, it is an area which would be beneficial to explore further. 















2b Personal learning and development plan

	Why am I doing this course? 
	As someone who has always had an interest in technique, I wanted to participate in a course that would allow me to combine my technical knowledge as an opera singer and my love for teaching. 
 In general, I feel that the overall level of vocal teaching and pastoral care in higher education establishments is quite low. As a long-term goal, I would like to use my knowledge from this course to help change the way that teachers are assessed and monitored in the workplace. 

	What is the direct benefit to me? 
	I love that there is so much information readily available on this course. Although I have a good knowledge of the technique I have been taught, I would love to gain more of an understanding on other vocal styles and techniques so that I am well-equipped as a teacher for when my students cross over into other genres. 
I hope that my knowledge gained from this course might enable me to have the experience required for a head of vocal position so that I can make even more of a difference in the vocal teaching profession.  

The other benefit to me is that I can meet lots of like-minded individuals and we can learn from each other. 



	Developmental area

1. Develop a general teaching strategy for adolescent female singers



2. Gain a clearer understanding of formants and vocal acoustics






3. Take a course in Estill so I can apply my knowledge of technique more with musical theatre singers





4. Develop a workbook of warm up exercises for undergraduate singers which highlights the vocal health benefits






5. Schedule more time for mindfulness and exercise 


	Action 
 
Create a document summarising all the useful information I have learned in both this study and my formative assignment Start date: April 2019 
Deadline: To be completed ready for the WBL project 
 

Action 
Re-visit all of my research and discuss with teachers to gain a better understanding of formants and vocal acoustics. Learn more about how vowels can help with this by potentially using the International Phonetic Alphabet which I already have some knowledge of from my training in opera. 
 
Deadline: To be completed for the WBL project


Action 
As I do not have much knowledge in Estill technique, I feel that this could help me to understand musical theatre and CCM training more. As I would love to work in a musical theatre college one day, this could help me to progress my own CV. We have an Estill Master trainer on this course so I could speak to her about exploring training. 

Deadline: To be completed by the end of the course


Action
One thing this study has shown me is that I am particularly passionate about ensuring that singers understand their voice and the healthiest way to sing. A lot of young singers are told to do things by singing teachers such as project their voices but have no idea about how to do this. By developing a workbook of warm up and vocal exercises, this could help the training singer to understand more. 

Deadline: Work on gradually so that by the end of the course, I have a prototype ready. 


Action
This module has made me realise how self-critical I am and that it can be unhelpful when researching. By scheduling more time to be mindful and exercise, this should help to reduce my stress levels for the next task. 

Deadline: Ongoing 
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Appendix A
Projection Teaching Strategy
These exercises can be used in the context of a warmup and should be done in order

	Finger kazoo
	[image: A picture containing text, antenna

Description automatically generated]With the index finger in front of your lips, produce a sounding blow without puffy cheeks. At first, buzz around on a glide to find the sound and then tailor this to more detailed slides of a 5th to start. To increase difficulty, slide up and down an 8ve. 



	Lip trills
	[image: Diagram, schematic

Description automatically generated]With closed lips, blow air out to create a lip trill and slide up and down a 9th


	Voiced fricatives
	[image: Chart

Description automatically generated with low confidence].On a /v/ or /ð/ sound, slide up on a broken chord opening to an Italian /a/ vowel at the top. 





	Nasal sounds moving to an /i/ vowel

	[image: A picture containing antenna

Description automatically generated]Starting on an /ng/ nasal sound, start to sing an ascending scale and eventually change the vowel to an /i/. 


	Moving through the Italianate vowels on a sustained pitch
	On a sustained pitch, move through the vowels /i/e/a/o/u/ in a legato manner. 
[image: Chart

Description automatically generated]

	Coloratura exercise gliding between /i/ and /u/ vowels. 

	[image: Diagram

Description automatically generated]Starting on an /i/ vowel, sing a scale of a 9th opening to an /u/ on the top note. Return to /i/ at the end. 












Appendix B
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Appendix C

SWOTS
Personal SWOT

	Personal Strengths
	Evidenced by 

	
Time management



Working with others to achieve goals



Knowledge and understanding of technique












	
Ability to meet deadlines for formative assignment


Working with my students and student successes


Previous Masters degree in Advanced Vocal Technique

	Areas less developed
	Opportunities for development 

	
Understanding different styles of learning


Data handling and understanding of data 


Academic writing







	
Research into different learning styles so that I am prepared for this task

Read up on specific data for science behind singing ie formants and resonances 

Read books on how to structure an academic essay so that I grow more confident in this skill



Peer Assessment SWOT

	Personal Strengths
	Evidenced by 

	
Supportive 


Hardworking 





Positive approach

















	
Students often comment on how supported that they feel. 

Chloë always puts 100% into her work. She is prompt and arrives early for her day and will put in additional hours at home. 



Lots of praise often given 




	Areas less developed
	Opportunities for development 

	
Ability to rest 











	
Chloë works incredibly hard and often does not stop. She must find time to rest which will help her be more successful in her activities. 







Appendix D
Glossary



Vocal tract- Otherwise known as the supralaryngeal vocal tract. An airway above the larynx which plays a main role in conveying words (Lieberman, 2012).
Oral cavity- Contains the mouth, lips, cheeks, soft palate, lower jaw and tongue (Denizot. 2017).
Nasal cavity- Consists of all the bones, tissues, blood vessels and nerves that make up the interior portion of the nose (Hayes, 2021). 
Pharynx- Commonly referred to as the throat. A muscular tube that starts at the base of the skull behind the nasal cavity and extends down to the larynx and esophagus (Travers, 2022). 
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