Module One Assignment Outline
BMPF 7003: Working and Learning: An Introduction to Work-Based Higher Education This is a two-part assignment 

	Part 1 
Critically evaluate a range of theories and models that you have recently studied, explaining their relevance to your workplace practice and procedures and develop a strategy applying what you have learned to improve your practice. 

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




Developing the Child Singer’s Voice: Examining pedagogical implications for singing teachers
Introduction
The notion that children should not be trained in singing is still rigorously upheld by many respected voice pedagogues, although this is a suppositional claim rather than one affirmed by scientific findings (Skeleton, 2007). Many research advancements have been made in the field of adult vocal pedagogy and voice science, but these findings do not directly correlate to pediatric pedagogy, a specialty in which limited dedicated scientific research has been performed (Denison, 2012; Trollinger, 2007).
A child’s vocal ligament does not fully develop until after puberty, a fact which some suggest indicates that children should not partake in vocal training until their vocal apparatus matures (Skelton, 2007; Trollinger, 2007). Dean (2020) argues, however, that to deny children the right to sing denies them of their natural instinct to express the emotion of their hearts through song!
This article will examine scientific anatomy and its implications in the field of child vocal pedagogy, who is equipped to educate the child singer ages six to twelve, adaptations that should be made when teaching children, and best practices for training the prepubescent voice as guided by evidence-based voice pedagogy.
Although some claim that children should be left untrained to sing “naturally,” one could argue that in other specialized fields such as drama, sports, and dance, children are successfully taught techniques which help them thrive and reach their full potential in that field, so why should training of the singing voice be any different when taught by a knowledgeable expert familiar with the mechanics of the child’s voice? (Williams, 2011; Edwin, 1997).  This concept is reinforced by multiple studies, including an Occupational Health Study conducted on an English Cathedral Choir by Jenevora Williams in 2010 which demonstrated that professional chorister children were vocally healthier than the non-choristers observed. This may be attributed to multiple factors. “Choristers probably employ self-regulatory caution with their voice use at all times in order to ensure that they do not exceed certain levels of vocal fatigue. They may also athletically condition their voices to cope with the high vocal loading” (Williams, 2011, p. 4).
With broad exposure to singing in the media, children can hear and imitate many styles of singing. In addition, children can also injure their voices through other forms of abuse such as yelling, overusing the voice, and unhealthy speaking patterns (Denison, 2012; Williams, 2011). As a matter of fact, many non-singer children suffer from vocal dysphonia, and would benefit from training to help them unlearn poor vocal habits before carrying them into adulthood, at which point Williams suggests it could take them years to unlearn these negative habits (Williams, 2011).
Therefore, it becomes crucial for a child singer’s vocal health to be taught sustainable technique so that they can continue singing for a lifetime without impediment. With the guidance of a proficient vocal teacher, the child singer will flourish, and healthy training will benefit both their current and future singing skills (Edwin, 1997; Williams, 2011). 
Anatomical differences between developing child voice and fully developed adult voice 
Vocal science in the singing community first emerged with Manuel Garcia’s invention of the laryngoscope over a century ago (Bozeman, 2007; Helding, 2007). Traditional laryngoscopes were quite invasive and rarely used on children, but with the creation of the Japanese fiberoptic laryngoscope by Saïto in 1973, scientists began observing pediatric larynxes as they were actively engaged in vocal use, which led to significant scientific discovery (Denison, 2012). 
Inspection of pediatric lamina propia, cells that compromise the vocal folds, revealed that all three levels of the vocal fold are present in children by the age of seven. Previously, it was thought that a third layer did not develop until puberty (Denison, 2012). In addition, the vocal ligament, although weak, is present and functioning at age four (Skelton, 2007). Based on the knowledge that trained child choristers traditionally have demonstrated increased breath capacity and stronger singing than their untrained counterparts, Skelton (2007, p. 538) surmised that “it is fair to assume that increased physical strength and activity play a part in the distinction between the vocal qualities of children.” These discoveries defy the argument that children lack the musculature necessary to train their voices to sing freely, an argument which I have heard frequently within my local teaching community and which has previously led me to question the wisdom of teaching young singers (Trollinger, 2007).   
Care must be taken to avoid taxing the child’s voice to the point of extremes, as the vocal apparatus is underdeveloped compared to an adult vocal apparatus (Denison, 2012). However, although scientific studies of the child vocal mechanism have not been conducted to the extent that studies of the adult vocal mechanism have, enough data now exists to concur that the prepubescent child’s voice is equipped to handle the rigors of vocal training under the tutelage of a qualified voice professional (Denison, 2012; Edwin, 1997; Skelton, 2007).
Prior to puberty, male and female voices are anatomically and physiologically similar, so although each gender may express different stylistic singing preferences, for the scope of this article both genders will simply be referred to as ‘the child’s voice’ (Denison, 2012; Skeleton, 2007).
Adjusting acoustic expectations
Even though children can experience the joys of professional vocal training, they cannot be held accountable to the same acoustic standards as adult voices. The voice teacher of children must be aware that a child’s lungs and voice are growing and changing, and this instability will invariably lead to changes in vocal quality from month to month (Yarnall, 2006). Children may experience frequent changes in tonal colour, quality, and weight as their musculature and coordination develop, and the voice teacher must adapt to these constant neuromuscular changes when training the child singer (Denison, 2012).
Teachers should accept the delicate timbre produced by children’s singing voices as both natural and normal, as their vocal ligament, responsible for coordinating registration shifts in the voice, is also still growing and is not yet fully formed (Skelton, 2007). There are acoustic differences prompting a different emotional response in the listener when a child sings than when an adult sings, partially attributed to the ‘ring’ in a child’s voice and the innocence their vocal timbre emits (Howard, Williams, and Herbst, 2013).
As the voice matures, children may or may not experience the natural onset of vibrato. Although Trollinger (2007, p. 21) surmises that no child will ever sing with a natural vibrato as “they simply lack the physiology to create it,” I have found this to be untrue. Over the years I have taught multiple children between the ages of seven through ten who demonstrated natural, free flowing vibrato that was neither artificially taught nor forced.  My conclusion was that some children’s voices may be at a later stage of anatomical maturation than others, like children experiencing growth spurts at different stages of development than their friends. It is also possible that frequent vocal training will increase coordination to the extent that a child’s vocal ligament will rapidly strengthen and allow for an earlier onset of vibrato (Skelton, 2007). 
Utilizing optimal childhood years to train singers
Commonly, many voice teachers still uphold the rigid belief that, as there is less scientific data existing in the realm of child vocal pedagogy than in the field of adult vocal pedagogy, children should not partake in vocal training until their voice matures (Trollinger, 2007). Others reject any use of vocal science altogether (Bozeman, 2007; Helding, 2007). If science does not dictate that certain methods are dangerous or could cause permanent damage to a young child’s developing voice, training exercises and methods with a demonstrated track record of success may also be relied upon to support scientific findings in training young singers. Children ages six through twelve can learn singing techniques allowing them to vocalise “both musically and expressively” (Skelton, 2007, p. 541). 
Several powerful factors indicate that childhood is actually an optimal age to begin vocal training. Since pre-pubescent children do not experience a register break and their voices are agile and flexible, they will experience an ease in singing that will allow for full enjoyment of the process, a freedom that adult students often lack (Denison, 2012). Furthermore, there is support for the idea that training may ease navigation into puberty and help singers manage their changing voice with greater ease than singers without training (Skelton, 2007). 
Nurturing the child singer
Singing is an inherently natural form of self-expression and healthy creative outlet for children and should be encouraged within the home environment as the first step in each child’s musical journey. As most children’s first musical experiences take place within the home, motivating parents to create a stimulating musical environment will help children to spontaneously participate in humming, singing, and vocal play as part of their daily routine, developing a love for music in their early years of life (Dean, 2020).
As children mature and begin formal vocal training, creating a fun-loving, safe environment will directly correlate with their musical success (Edwin, 1995). When teaching any student, particularly vulnerable developing singers, forming a relationship of trust and respect remains essential for positive growth experiences and deeply contributes to each student’s safety and security. Affirming students and gently providing corrections will help establish this trusting relationship (Yarnall, 2006). Subsequently taking the unique personality of each child into account, building rapport with the child singer, and considering how different aspects of their personality may make certain assignments uncomfortable will also contribute to a nurturing environment. Edwin (1997) suggests that role playing alongside the student and encouraging an attitude of “we’re in this together” will help the child singer feel more secure when experimenting with new concepts in the studio. 
Evidence-Based Voice Pedagogy
When teaching children, the competent teacher will draw upon both empirical and scientific data to develop a young singer’s voice, an approach now identified as evidence-based voice pedagogy (EBVP). Evidence-based voice pedagogy (a concept originating from the medical practice of evidence-based medicine) suggests that voice science, anecdotal teaching methods, and a teacher’s wealth of knowledge and experience will all provide valuable contributions to a singer’s education (Bozeman, 2007; Helding, 2007; Ragan, 2018). “By definition, evidence-based voice pedagogy is the integration of voice teacher expertise and experience, student goals and perspectives, and relevant research into voice science and production to effectively evaluate and identify technical inefficiencies to guide students toward vocally healthy and efficient, stylistically accurate, and artistic performances” (Ragan, 2018, p. 157). By combining both scientific knowledge and pedagogical traditions with a strong history of successful implementation, voice teachers will be adequately equipped to guide the child singers in their care to the highest degree of musical excellence.
Focusing on the child singer’s current capabilities
Although children singers may not be able to utilize the full capacity of their voices until they mature into adulthood, there are still many important areas in which they can thrive as musicians. It is the responsibility of the vocal teacher to impart healthy technique, teach the child singer musicality through age-appropriate repertoire and phrasing and interpretive skills, and cultivate a versatile learning environment with multiple opportunities that will stimulate the child singer’s musical growth.
1. Healthy Technique 
Training healthy voices mandates the use of efficient warm-up and cool-down exercises to engage ideal aerobic muscle function. Children can begin practicing the basics of healthy phonation, articulation, breath management, and range extension as guided by their individual abilities, while developing an awareness of the quality of their vocal production.  “Repetition of exercises in a state of alert and deliberate mindfulness will help to develop technical ability” (Williams, 2011, p. 7). 
When training children as vocal athletes, alleviating tension in the voice and training agonist/antagonistic muscle groups to smoothly coordinate together for optimal vocal function is imperative in educating versatile artists with balanced instruments( Edwin, 2008; LeBorgne, Rosenberg, 2018). Practical implementation of this may look like lightly vocalizing in the head register with vocal glides or sirens following the coaching of a chest register dominant music theatre song. Likewise, if the majority of a lesson is spent singing a song predominantly in head register, a vocal cool-down engaging the chest register will help bring the voice back to a healthy neutral state (LeBorgne, Rosenberg, 2018). While teaching, I have found that vocalising on a five-note scale with a bright cat-like “meow” is a fun, child-friendly way to help children explore this area of their voices.
Learning to release tension will help mitigate any potential strain or injury and allow for optimal singing (Williams, 2016). Recognizing physical tension in the body and bringing muscle groups back into balance, therefore, is important for even the youngest of singers.  Semi-occluded vocal tract exercises (SOVTE) provide an excellent framework for warming up and cooling down the voice in a manner that promotes premium vocal resonance and balanced vocal onsets, prevents injury while reducing any potential trauma to the folds, and maximizes vocal efficiency (Andrade, Wood et al. 2014; Titze 2018). As a modification to the popular SOVT straw phonation exercises, children can blow bubbles through a straw into a water-filled dish, experimenting with different air pressures and straw sizes while vocalising through the straw (Titze, 2018). This is both a dynamic and tactile way to help children practice semi-occlusions of the vocal folds, and in my practice I have found that children enjoy the playful nature of this exercise.
Disciplined practice habits reinforce technique, and without consistent development of new skills, physiologists “tell us that there is a measurable loss in muscle strength, flexibility, coordination, and endurance after only forty-eight hours of inactivity” (Edwin, 2015, p. 80). Helping children develop the stamina to maintain a consistent practice schedule, therefore, will solidify the mastery of their vocal technique.
Throughout the training process, the singing teacher must be mindful that developmental coordination may be initially absent in a child’s voice. “The youngest singers display developmental competencies that will either demonstrate vocal pitch accuracy or not. If music educators teach singing in early childhood as a developmental behavior rather than an innate ability, it is likely there will be more successful singers” (Denison, 2012, p. 92). 
2. Repertoire, Musical Phrasing, and Interpretation
There are many musicianship skills a child can learn from a young age, and many of these can be incorporated into learning new repertoire. Goetze (1988, p. 30) suggests that a music instructor should ideally approach a new piece of music “with a thorough analysis of the music - its scale, form, rhythmic elements, text, texture, dynamics, and tempo.” Choosing repertoire with pitch ranges accessible to each individual child’s voice will both enhance a child’s enjoyment and mastery of a song, while ensuring that the voice is not susceptible to constriction and muscular imbalance (Edwin, 1997; Williams, 2011). 
Imagination is essential for bringing music to life. Within each song, students can delve into acting choices and character study and explore colours of the tonal spectrum to engage their imaginations. Yarnall (2011) observed that perception of sound and the spectrum of tonal colour available is often overlooked in working with young students, noting that imagination is crucial for enhancing musical interpretation. 
Within my own teaching practice, I have observed that utilizing acting techniques builds comradery and nurtures creativity within the voice studio. A few examples of recent techniques I have implemented during lessons include experimenting with various facial expressions and writing them within a song, asking children to choose colours to describe aesthetically different tonal qualities, or visualising silly or serious scenarios to help develop the storyline of a song Michael Chekov’s acting method requests actors to be as specific and detailed as possible in visualizing physical attributes of their environment, right down to the colour of their shoelaces, and this exercise can be useful in helping vocal students set the scene for their songs (Zinder, 2007). Both storytelling and role-playing create a playful learning environment in which creativity will thrive, allowing students to explore a wide range of technical possibilities (Edwin, 1997).
3. Cultivating Additional Skills
Providing students with opportunities to perform within supportive environments and imparting performance etiquette will create opportunities for students to build their confidence on the stage. “Performance mode should be in the singer’s physical, mental, and emotional comfort zone—predictable and secure” (Edwin, 2015, pp. 79-80). Early exposure to positive performance experiences, therefore, allows a student to develop psychological toughness and stress coping skills. 
Additional areas of training to address as part of a child singer’s instruction may include development of strong musicianship skills, including aural and sight singing skills, vocal hygiene and care, and an introduction to music theory and music vocabulary. Students can be taught to care for their vocal health as teachers consult with reliable scientific data and pedagogical research to inform their teaching practices (Denison, 2012).
Conclusion
The benefits of training the child singer are undeniable. So, who is best equipped to teach the child singer? A voice professional with both the scientific understanding and pedagogical experience necessary to impart knowledge with both patience and wisdom, who understands that nurturing the child singer and modeling a positive attitude towards singing and vocal development is an inherent part of the educational process, will be suited for the task (Edwin, 1995). 
As Ragan (2018, p. 159) aptly put, “Expertise necessitates the use of creativity, instinct, observation, and exploration to ensure that solutions are responsive to the individual needs of the student, in order to provide optimal vocal outcomes.” Believing in each child’s inherent ability to sing while patiently supporting them as they develop technical and musicianship skills will contribute to flourishing within the studio environment. Using an evidence-based approach to teaching allows for a holistic learning environment that encourages healthy technique, musicianship skills to serve a lifetime of singing, and ultimately a love and appreciation for singing (Denison, 2012; Ragan, 2018). 

Assignment 2 

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



As a framework for my reflection, I have chosen Driscoll’s 2007 model of The Experiential Learning Cycle, which builds on Borton’s 1970 model and ask the key questions of ‘what?’ ‘So what’ and ‘now what?’ (Driscoll 2007). This model is well-suited to reviewing both past teaching experiences and informing how such experiences have influenced my current research and future aspirations for becoming a proficient and expert educator in training the voice in childhood.
What?
During my earliest years as an inexperienced voice teacher, I was constantly exposed to the narrative that extreme caution must be taken when working with the child voice, and many colleagues voiced the opinion that children should not undertake voice training. Since I had witnessed the success of several childhood singers who were currently taking voice lessons and remained in good vocal health, my personal conviction was that children should be free to sing and develop their voices. Unfortunately, very little fact-based pedagogical information was accessible to me at the time. I found myself relying on popular opinions and unresearched, biased books and blog articles for information, with much of the pedagogical content focusing on techniques for training choirs and pubescent and adult students. 
This quest for evidence-based knowledge on how to effectively train singers in childhood has inspired the research for this course. My first priority was to confirm that it is indeed safe to train the voice during childhood years, and my second was to explore any possible limitations or consequences of doing so. Although I have taught children to sing for over ten years now, naysayers and my inner critic still cause doubt at times, so silencing these voices was essential in moving forward in my teaching practice with confidence. 
It has been refreshing to realize that a wealth of wise and experienced educators are publishing their research focused on the child’s voice, and that there now exists a broadening interest in this scope of practice. My disappointment has been discovering that much of this research is still theoretical in nature, and many of the existing studies do not translate into practical solutions for training the child singer. At the same time, this realization has prompted me to expand my search for efficient vocal exercises and training techniques that are both safe to practice and appeal to the curious, light-hearted nature of children. 
So What?
As minimal scientific data exists to support vocal teachers who work with child singers, relying on the wisdom of experts in the field and combining this with personal teaching experience is essential for developing effective teaching practices. Voice teachers should train singers with a dance teacher’s mentality, utilizing “fact-based pedagogy that respects and obeys the laws of nature,” rather than using uninformed, theoretical practices that have no demonstrated success for vocal efficacy (Edwin, 2015, p. 80). 
Evidence based voice pedagogy stipulates that if science does not dictate that certain methods are dangerous or could cause permanent damage to a young child’s developing voice, training exercises with a demonstrated track record of success may be relied upon to support scientific findings in training young singers (Ragan, 2018). Whereas before I was hesitant to try unpublished vocal techniques with children, this pedagogical approach frees me to explore and experiment with a large variety of vocal techniques for children, including warmups and cooldowns. EBVP simultaneously allows me to value the aspirations and interests of each singing student and consider their musical goals while choosing training techniques to suit their individual voices. From a practical perspective, EBVP investigates the natural limitations of a singer’s voice, focuses on freeing singers from inhibition, discovers their current abilities, and strengthens the tools already accessible to vocalists such as freely flowing air stream, rounded vowel formation, and smooth musical phrasing within a song (Ragan, 2018). 
As semi-occluded vocal exercises are widely recognized as both impactful and scientifically affirmed, I have tried these within my teaching practice and was met with varied levels of success. My conclusion at the time was that SOVT exercises are simply too difficult for children as many of them lack the physical coordination and stamina to achieve successful lip trills or tongue trills and they lacked interest in blowing through a straw. Upon further research, I realized that I should instead try alternative SOVT exercises that appeal to the playful nature of children, such as blowing bubbles through a straw into a bowl filled with water! This is both possible for children and brings them delight, a realization which has encouraged me to look for other equally beneficial exercises that can be modified to suit children. 
Often warmups and cooldowns can be modified in length and simplified by either reducing the number of notes or utilizing a smaller vocal range. With this in mind, I can continue expanding my search into existing pubescent and adult vocal exercises with the thought to modify these exercises to suit the parameters of a child’s vocal abilities. Monitoring students for physical and aural signs of strain during all training and exploration remains an important part of this process (McKinney, 2005). 
At times, children do not practice their vocal exercises during the week as they are reliant on the help of an adult. This is not ideal as their parents are often too busy to assist them, or they lack the musical background and confidence necessary to benefit the children in their practice. Children are quick to forget new vocal exercises, so I have noted that weekly repetition helps them recall the exercises quickly so that they are able to practice independently without relying on a musical score they are unable to read or the help of an adult. Instead of presenting new exercises each week, we focus on mastering a small handful of exercises before introducing new ones. Once children feel confident with singing exercises independently, I have notice that they are far more likely to warmup and cooldown their voices at home, which reinforces the development of solid vocal technique.
As Robert Edwin (1997) implied, roleplaying and acting skills both reinforce vocal technique and enhance musical expression and interpretation.  Although I have tried to engage students in a variety of expressive acting techniques, I have realized that my teaching approach primarily engages facial expressions and emotions and lacks authentic bodily engagement and movement. This is an area of weakness I need to develop further as I do not want my students’ acting choices to be confined to my current limitations as a teacher.
Now What?
I believe that while I am currently a competent teacher, I can evolve into an expert teacher if certain shortcomings are addressed. From a vocal technique perspective, I will strive to collect a large toolkit of age-appropriate and pedagogically sound vocal warmups and cooldowns for children. This search will include experimenting with existing evidence-based exercises and modifying them so that they are relevant for children’s voices and attention spans. 
I affirm the belief that the body responds to the imagination, and the imagination defines the emotional intent behind each acting choice (Zinder 2007). Therefore, I will find ways to expand my acting vocabulary to include possibilities for physical gestures and movement during lessons and song interpretation. In addition, I plan to further explore acting methodologies and glean expressive techniques that I can incorporate into roleplaying in the studio as Robert Edwin (1997) suggested. I also recognize that I do not have much training in how to address physical tension in the body, and I would like to develop further skill in this area.
Taking this course is allowing me to deeply dive into the research available and stay current with all the newest developments in the realm of child vocal pedagogy. I appreciate the opportunity to balance scientific facts with examples of practical application, which is why evidence-based voice pedagogy especially intrigues me. A larger amount of evidence-based voice pedagogy research focused on the child’s voice would be most helpful in developing a professional skill set around teaching children to sing, and so I will continue reading about advances in this field, and I hope to contribute to this field in the future.
Precautions must be taken in training the child voice, and conflict still exists as to whether children’s voices can withstand the rigors of vocal training. Yet as more research emerges confirming the benefits of training prepubescent children, I find myself assured that this is a pedagogical field I can confidently support and champion in my own teaching practice, and I aim to become an expert in this area. 

Personal Learning and Development Plan

	Why am I doing this course? 
	As a private vocal teacher, I have encountered many nay-sayers within my community who argue that children should not engage in singing lessons until puberty or beyond. They lack the skill set and expertise to teach this young demographic, and I have become the primary voice teacher in the area who will accept children into my studio. 
Although I believe that children can and should engage in vocal training, I am not confident that I am currently equipped to teach these young students to the best of my ability, as much of what I have learned has been from a trial-and-error approach. I would like to glean further knowledge of the scientific and evidence-based data affirming the best and safest teaching practices so that I can apply this knowledge to my teaching practice.

	What is the direct benefit to me?
	 I appreciate that I can ask advice from both mentors and colleagues throughout the duration of this course and learn from the breadth of guest experts in addition to having access to a large research library. I treasure the opportunity to grow and improve and appreciate that what I learn from the Voice Study Centre will have direct application toward my teaching practice and professional skill set. My hope is that my expertise, specifically around training the child voice, will continue to improve as I learn.

	Developmental area 
1. Collect a wide variety of evidence-based vocal warmups and cooldowns that will be suitable for a child’s voice and attention span


2. Learn about movement techniques that will help students overcome tension in their bodies and allow for optimal posture and alignment while singing


3. Expand my acting vocabulary to include physical gestures and movement so that I can train my singing students how to optimize their bodies as an expressive tool while singing


	
Action Explore existing vocal exercises, beginning with Vocal Warm-Ups: 200 Exercises for Chorus and Solo Singers by Klaus Heizmann and modify to suit the ability of child singers.

Deadline: To be completed by BMPF7008 WBL Project


Action Take Level One of TVF Integrative Music Education Certification Program to learn about Alexander Technique and how to incorporate it within a voice studio setting.
Deadline: To be completed by BMPF7010 WBL Project


Action Research and study Michael Chekhov’s Psychological Gestures for energy and connection (push, pull, throw, tear, lift, crush, open, and gather) and implement these within my teaching practice.

Deadline: To be completed by BMPF7008 WBL Project
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