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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% 
 


 

Exploring a range of strategies to deal with breathiness in adolescent male singers
After a decade of work with adolescents, it was important for me to have a better understanding of the Physiological development of boys' voices as they traverse through puberty. The challenges faced by my male students and especially breathiness through their voice change intrigued me to study the different factors that might be responsible for its presence to address it properly and effectively. 
In the last fifty years, voice pedagogues managed to change a perception that has existed for more than fifteen hundred years that states that adolescent boys should stop singing while their voice is changing (Friar, 1999, p. 29). Irvin Cooper (2015) was one of the first to contrast this perception claiming that if the melody sung is adjusted to the singer's vocal range (instead of trying to fit the singer to existing range criteria) it would be beneficial for adolescents to sing at this stage (Stockton, 2015, p. 78). Although Cooper's model detailed the voice progression process and gave a specific range of areas adjusted to each stage of the voice change, there are still diverse opinions about what is the right way to handle them (Hollien, 2012, p. 31). One of these challenges is the occurrence of breathiness (Sweet, 2018, p. 134), and the reason it is considered a problem to be solved is the result of lack of control in pitch, loudness, and vocal registers (Ward, 1996, p. 295). Although the weakness of the muscles that surround the larynx is not a rare phenomenon at this stage of puberty, it is possible to minimize its consequences by learning how to successfully close the vocal folds (McKinney, 1982, p. 82). 
 Luteinizing hormone is responsible for puberty's hormonal changes, and the most prominent one which cycles in high doses in adolescent boys is testosterone (Ren, 2022, p. 362). Quick physical growths in height and weight occur between the ages of twelve to fourteen. The two main secondary sexual characteristics are expressed by the appearance of pubic hair and going through the genital development stage (Richardson, 2009, p. 28). Maturation of puberty ends between sixteen to seventeen, and this biological process forces them to deal with their new identity and body image that contains aspects like sexual energy, reproductive capacity (Yao, 2022, p. 1), whilst it is widely assumed that the hormonal shifts that happen till that point have an impact on their moods and can lead to involuntary reactions (Klipker, 2017, p. 22). The elongation and enlargement of the larynx, vocal tract, and vocal folds in adolescent boys happen because of the high quantity of testosterone and Dihydrotestosterone circulating in the body at this stage, and as a result, the pitch of the speaking voice gradually descends an octave lower (Robinson, 2013, p. 571). There are three stages of voice mutation starting from the age of 12, each one of them is identified with its voice qualities: The pre-mutation period – hoarseness and breathiness, proper mutational period – instability with intonation and pitch changes, and the post-mutational period - which is the stage where the voice stabilizes and reach the range and timbre of an adult (Zamponi, 2021, p. 692). As can be seen in Table 1 below, females and males undergoing puberty experience differing vocal fold and tract lengths, as well as different voice deepenings. Males will experience more drastic changes in all three of these categories.
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(Zamponi, 2021, p. 692).  

One of the outcomes of voice change is breathiness, and it is often considered an issue because it directly affects the elements that define the basics of proper singing - breathiness diminishes the tone quality, intonation, and voice blending in which the singer performs and creates a jumble of unfocused sound (Gackles,1991, p. 17). In this type of voice, quality air is leaking constantly through the glottis, which shows that the vocal folds are not fully closed when they vibrate (Fritzen et al, 1986, p. 549).                                                                                                                                                                                                                                                               When relating breathiness to the adolescent voice change, there is a scientific explanation for the openness of the glottis which physiologically proves that the weakness of the muscles surrounding the larynx is responsible for breathiness. This closure of the glottis, while incomplete, occurs when the membranous section of the vocal fold bonds and vibrates normally, as the cartilage remains bifurcated as a result of suboptimal contraction of the inter arytenoid muscles. This process creates a gap at the back of the vocal folds (Gackle,1991, p. 18). This sudden growth of the adolescent body fosters a biological environment in which the individual has to constantly change their technical skills. By adjusting these skills, they can maintain their muscle control well enough for proper singing and speaking (Caldreti, 2017, P. 2). At this point, a singing teacher who has the awareness and understanding of the physiological changes and knows how to approach them is crucial both for helping to adjust these skills healthily and for supporting the student through this tough period. 
Issues regarding self-awareness, insecurities, and mental distress all coincide with physiological changes that an adolescent body experiences (Rosenberg, 1965, p. 3). Whether they see themselves in a positive or negative light affects their singing (Pfordresher, Demorest, 2021, p. 14). At this stage, they are worried a lot about building their personality, and along with the changes in range and tone, there is a clear connection between their searching for who they are to the lack of confidence they may have in their vocal abilities (Moore, 2015, p. 2). The amount of experience of the singer also has an impact on his self-perception and on how much he will be capable of singing with adequate intensity, and it is familiar with young singers because of their lack of experience (Coelho et al, 2013, p. 440). Young singers' confidence in their voice and themselves despite this period of instability is important for improving the way they see themselves and giving them the feeling that they are appreciated (Gackle, 2006, p. 35). In addition, encouragement, attentiveness, and making adjustments can prevent them from being frightened by unfamiliar vocal qualities, which may lead to unhealthy vocal behaviors if they choose to sing in a manner that they would like better the way they sound (Barefield, 2012, p. 61). 
	The challenges adolescents experience in their voice change process that appear in literature are breathiness in sound, confined vocal range, uncontrolled pitch and notes in range, unsuccessful vocal persistence, and barely managing control of vocal loudness (Killian, 1997, p. 522). The most well-known and used approach that aims to deal with these challenges is Cooksey's system which identifies five stages of development, each one with a defined area of pitches that can be sung effortlessly: "permutation (soprano), early mutation (the first sign of change), high mutation (which includes two subcategories), post mutation (new baritone), and early adult (adult tenor)" (Friar, 1999, p. 28). (see Figure 1 below). 
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FIGURE 1. The pitch ranges of each stage of male voice change.9 (Extended singing range (unfilled note), overall speech range (filled note), speech fundamental frequency (cross).)
(Williams, 2021, p. 582). 
Cooksey was influenced by Cooper's model, which was based on the classification of voice stages (Stockton, 2015, p.82). Although he managed to fit a specific range of pitches to each stage of voice change, this generalization might not apply to every individual and can even track the progress process of the singer. The other school of thought, claims that voice classification can limit the singer and does not necessarily have to be restrained to a one or less pitch mid-voice octave (Williams, 2021, p. 582). Gradual voice change will not harm the ability to connect between the chest and falsetto registers (Willis, 2008, p. 453). Moreover, a three-octave singing range is only temporarily achievable – the falsetto remains identical to a soprano register while the chest voice extends to low notes that are comparable to a bass range (Ashley, 2019, p. 137). 
When the voice change is rapid, vibration on areas of the vocal fold is anticipated due to the openness of the posterior glottis, which eventually will be heard as a breathy sound in phonation (Sweet, 2018, p. 134). Although techniques for glottal insufficiency like semi-occluded vocal tract exercises, resonant therapy, and vocal function exercises are easy to find in the literature (Radhakrishnan, 2022, p. 91), solutions for specifically combating breathiness in adolescent voice change (AVC) are limited. Nonetheless, poor posture, shallow breathing, lack of the suspension phase of breathing, singing too softly, wrong vocal models, failure to recognize good vocal quality, lack of involvement in the music, Timidity, and personality factors are responsible too for the occurrence of breathiness (McKinney, 1982, p. 83-p. 84). The phonation gap is in the center of concentration when exploring AVG and its outcome of breathiness, but if it can appear from numerous factors then it makes it harder for the voice teacher to understand how the problem should be treated. If both modal and falsetto registers still exist during a gradual voice change, then the other factors responsible for breathiness should be equally investigated. Titze, 2013, suggested different vocal exercises that can be beneficial for singers, some of them can be relevant when the focus is on strengthening the muscles of the larynx: 1. Humming's on descending 5 notes scales. Hummings are part of the SOVT exercises that help with making vocalization easier, adding resonance, adducting the vocal folds, and smoothers transition between registers (Titze, 2013, p. 305). The fact that the mouth can remain close might be seen as a less frightening exercise for young singers. That and the technically low difficulty level can be beneficial for warm-up.                                                                                          2. Staccato on arpeggios. The vocal folds vibrate dominantly due to the rapidity and cleanness of the onset and the adductor and abductor muscles are trained together while pitch is changing (Titze, 2001, p. 51). It allows the notes to remain short and thus helps with easy transitioning between the registers because short notes are technically easier to produce than long notes and are also psychologically less associated with singing, and therefore can be less intimidating.                                                                                                                                         3. Five-note scales (up and down) with a vowel change on each note. The goal is to smoothly move from vowel to vowel and maintain interruptions that might occur like sudden register changes, pitch jumps or voice breaks, and phonation inconsistency (Titze,2013, p.448). It can also show at which one of the vowel's air leakages is happening by hearing whether the tone quality is airy or resonant. Working separately on each one might clarify what are the technical adjustments that have to be made for avoiding breathiness. Besides specifically training the muscles of the larynx, it is widely agreed that an optimized voice function that includes resonance and pitch control depends on a good postural alignment (Arboleda, 2008, p. 1). A way to acquire it is through muscular training that will include overload exercises that force the neck, trunk, and upper and lower leg muscles (Schneider, 1997, p. 334). The exercises shown below in figure 6 have to be practiced regularly and individually apart from vocal training if aiming to eventually see results in voice production.
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(Schneider, 1997, p. 336). 
[bookmark: _heading=h.gjdgxs]Exercises for improving posture and alignment are known as effective for singing and if problems were solved in this field then it would further be easier to resolve voice problems (Chandler, 2014, p. 4). It can be seen a lot when boys' body changes a physical awkwardness and a general lack of energy that influences the way they hold themselves. There is a direct contact between body movements, as lifting hand-held weights increases the level of closure in the vocal folds (Orlikoff, 2008, p. 188), and these types of physical tasks that are related to posture can be a solution for Hypo phonation which is common among adolescents (McKinney, 1982, p. 84).  
Breathiness and breathiness in adolescents should be further explored and evidence of the efficacy of exercises or singing patterns that can have a positive impact can be useful for singing teachers that accompany them. Voice exercises for vocal fold closure are easy to find but are for the most part not adjusted to the adolescent singer's difficulties. It has been widely agreed that CCM singing should be taught significantly differently than classical singing (Bartlett, 2020, p. 277), and most studies examined the ADV in classical singing and choirs, while contemporary commercial music singing styles remained outside. It is intriguing how the fact that each one of the registers functions differently and has its timbre, and that varied sounds and noises are legitimate in CCM styles would affect the frequency of voice problems (AATS, 2008, p. 4).
Key Principles for Future Teaching Strategy 
· Cooksey's model can be used as a framework but there is still space for pitches outside of it when teaching an individual that seems to be capable of comfortably singing outside the frame. 
· The teaching strategy has to match each mutation stage to solve specific voice problems, and examination of whether the voice change is rapid or gradual will impact the singer's possibilities in range and song choices. 
· Although the muscles are weakened, it is still possible to train them continually through the change and to adjust vocal fold closure to the new relatively comfortable singing range. Titze's exercises and exercises that improve posture are recognized as useful for vocal folds' closure, therefore they should be tried on adolescents to achieve muscle strength.   
· The young student must be treated with sensitivity, understanding that the building of his adult identity and hormonal shifts might impact his moods, motivation, and eventually the ability to apply properly the technical skills that can solve voice and singing challenges. 

Along with the voice difficulties of adolescents, the main goal is to help them experience enriching musical moments while maintaining a healthy vocal development (Gackle, 2017, p. 47). The self-perception of the young singer cannot be separated from the physiological facts and must be taken into consideration. Although breathiness is common among young singers, it can also affect adult voices, therefore the influence of the phonation gap on it in AVC has to be measured in the future in comparison to the other factors mentioned above.  While the positive and negative self-image of the singer is not necessarily dependent on age, the fact that the physiological changes and the outcome of breathiness are a temporary phase in adolescents begs the question – how much should singing teachers intervene, and what is the right balance between letting it be, and trying to eliminate it? Through an in-depth analysis of multiple sources of research, the conclusion is that there is no need to rush in avoiding and overcoming breathiness with young singers (Titze, 2002, p. 149-150). 

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 


 
In my work with adolescents, I relied heavily on my intuition when I had to answer the vocal difficulties they were experiencing. I do not think it is a bad thing to act from an intuitive place, but there is no doubt that the side of theoretical knowledge was lacking for my practice to be based on in-depth researched facts, and not primarily on feelings. I have also reached a stage in my career where I want to go deeper and enrich myself with knowledge both for my sense of professional development, but also to be the best instructor that students can have, and not have felt that they are not getting the ultimate response they deserve. Through this work, I dived into a world that was completely foreign to me, which scared me because I realized how much I still know nothing about my profession and how much more I have to learn to realize my full potential as a teacher. Despite this, this research fascinated me. The vast amounts of information collected by people like me who teach voice development, and have dared to explore certain topics, help me to understand what can be measured and thus establish theories that can influence other people. By giving legitimacy to questions and letting them have unknown answers (Finlay, 2008, p. 3) this reflective process can perhaps change people's perspectives, perceptions, or approaches to topics related to voice or teaching. 
What inspired me the most and gave me a structure to lean on was Discroll's "what, so what, now what" model (All Answers, 2018). In terms of the "what", the studies that influenced my strategy the most were Gackle (1991) and Cooksey (2015). Gackle's writing about the phonation gap was the first to make me aware of the weakness of the muscles surrounding the larynx which are responsible for breathiness. Cooksey made me aware of the voice development stages. In terms of the so what, it has impacted my teaching strategy by explaining to my students what they are experiencing much more in detail, which helped them gain certainty and feel more confident about their voice change. It is clear to me that the "now what" will include the implementation of Titze's exercises for training the muscles of the larynx and eventually combat breathiness.
The knowledge I gained through this research will affect how I teach adolescents who are going through their voice change from lots of aspects: Knowing the hormonal and physiological changes that they go through contributes a lot to how I approach them as a teacher and educator. The hormonal changes they go through can affect their moods and their conduct in class, which can also affect their attitude towards me as their teacher (Coupal, 2019, p. 2). Realizing that this all comes from a place of emotion and hormonal shifts makes it easier for me to deal with the issues at hand. On the technical side, I feel I have a lot more knowledge regarding the development of their sound system and the appearance of the breathiness. I used to lack the ability to explain to them why breathiness happens or what it stems from and how long it will stay, but today I have a lot more scientific knowledge that helps me explain to them where and how these changes are occurring inside of them. It pleases me to know that a child who comes to me today will be able through me to scientifically understand what is happening to their voice and also to be able to get tools to deal with those difficulties.
Cooksey's model gives me a framework through which I can understand which stage of vocal development the student is at. The limits of the range given concerning the stage of voice development can always be used as an initial anchor to start from - although I am not afraid to test the limits and edges of the voice. Not only relying on "how does it sound to me" will probably give a sense of security, especially if it's a new student, who will feel from the beginning that I know how to make them sing in the comfortable areas of their voice instead of checking with them indecisively, which can cause vocal fatigue or frustration (Barefield, 2012, p. 62). Along with Cooksey's framework, Swanson's second school of thought (Williams, 2021, p. 582) that contradicts Cooksey also gives me the legitimacy to explore beyond Cooksey's boundaries and understand that in most stages of voice development one can still step out of the limited range as long as it serves the individual with whom one works. On the one hand, it is good to have a comfortable and safe framework to hold on to, and on the other, it is good to know that it is also possible to get out of it and not be attached to one model that does not necessarily come in one hand with contemporary singing and individual lessons.
The ways to deal with voice difficulties in the context of giving exercises have always been automatic. When a student sings then I have always seen myself as a very intuitive teacher who responds in real-time to what they hear without being bound by any particular restrictions or rules. Conversely when it comes to giving exercises then many times the motif of closing the vocal cords is what led me, and I examined it by what my ears hear, but I always felt a lack of understanding in what exactly each exercise I use serves. I think this automation in voice teachers is not uncommon, and we all in one way or another recreate exercises that were given to us when we were students and worked for us. But now I have scientific references to certain exercises that I have already used in the past, as well as an understanding of what each exercise serves and what happens physiologically to the larynx when done. The SOVTE exercises were completely foreign to me and I was unaware that there were exercises that had scientific proof of their effectiveness in vocal economy (Calvache, 2019, p.588). The humming exercise I have been exposed to (Titze, 2013, p. 305), made me eager to learn more about SOVTE and I plan to dive deep into it in the future. In the other exercises recommended by Titze I also found effectiveness in my students in the past but without really understanding what is happening anatomically and I think from now on when I use these exercises it will not only be from relying on the vocal cord closing motif that has led me so far, but from a clear knowledge of muscle function and specific adjustment of an exercise according to what that student is looking for and needs in terms of building his vocal technique and answering the challenges he is experiencing. Along with the fact that Titze's exercises have proven to be effective, I still doubt whether any exercise I give to an adult I will also give to an adolescent? Will a younger student who has experienced breathiness in their voice should practice the same exercises as an adult who has experienced it? The question of how much the phonation gap that exists in adolescents sets them apart at the level of difficulty from adults who experience this phenomenon still leaves me with question marks and a desire to explore and learn about it more.
The subject that was most foreign to me in terms of knowledge and practice was what had to do with posture and alignment of the body. I do remember myself emphasizing certain body positions such as bending down to get the best sound output but I certainly did not let my student do exercises related to posture and building their chore in separation or complete isolation from their singing. In the singing class which is usually allotted in time, I have always felt that most of the focus of the lesson should be on the fact that they produce sound, so combining certain exercises for body stability and strengthening internal muscles that only in retrospect will affect the shape of their singing sounds difficult to me to apply. Although the knowledge I have been exposed to explains how much the way a person holds his body affects his singing, the thought of being engaged in a class in exercises that are supposed to strengthen this aspect is still in doubt, mostly because of my lack of experience in combining them and knowing based on my experience that a student can progress and adapt technical ability even without doing these exercises.
I believe I have always been attentive and sensitive to the students who study with me, and that is part of what makes me a good teacher. In the appearance and impact of psychological factors, I feel that my intuition has been backed by real knowledge. The fact that adolescents are building their identity, and that there is a huge connection between their singing abilities and how they perceive themselves, needs to be strengthened both to feel valued and to avoid unhealthy vocal behaviors that come from a lack of acceptance of their new voice: All of these practices accompany me and will continue to resonate even more strongly as I continue my work with them in the future. By making sure to think about the "so what" factor of Discroll's model with my students, I have practiced and been successful in connecting with them and understanding the right course of action. I must add that in my sense the psychological factor occupies the maximum percentage when it comes to having a flexible and free voice production, both in youth and in adults. Some teens feel confident in themselves and with their place as boys who sing and also experience their voice change relatively easily and achieve spectacular results no less than adults, even before their voice change is complete. I do not underestimate the impact of the physiological difficulties they experience but in my eyes, the most important element in building their technique as future singers is the feeling that they are valuable and able to express their new self authentically, despite their physical obstacles.






Personal Learning and Development Plan 
Why am I doing this course? 	
· I want to expand my knowledge and have a better understanding of how the human voice functions.  
· I feel that my students deserve to have a teacher who can be informative as well as understanding, intuitive, and sensible.  
What is the direct benefit to me? 	
· I already see how the diving in the adolescent voice change gave me the confidence to speak with my students on the phenomenon from the anatomical point of view.
· The MA course deadlines leave me no choice but to dig into voice subjects in a short period of time. I know it would be much more difficult for me to challenge myself without the tutor's guidance and without having this frame. 

Developmental area 
1. Personal research of adolescents' voice change and breathiness.
Action
Measuring in different aspects the voice change of my own students, so my conclusions on solutions would be based on a firsthand source.
Deadline: By the end of the MA course. 
 2. Having a clear understanding of voice anatomy.
Action 
· Frequent reading of literature and being accurate by being exposed to articles with new findings on voice function. 
· Developing a self-dialogue based on the connection of literature to practice. 
· Attending PEVoC14 in August 2022.
· Starting to share my knowledge with colleagues that I don't know for strengthening my confidence as a professional teacher. 
Deadline:  By the end of the MA course
3. Understanding more deeply the psychology behind singing and its influence on voice production 
Action 
More research regarding psychology and how it affects the singer's perception and voice capabilities.
Deadline:  By the end of the MA course. 
4. Finding the way to apply my way of teaching to an online recorded course.
Action 
Expanding my knowledge about voice principles that can be universal. Watching and learning from teachers that have already done it.  
Deadline:  By the end of the MA course.
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Table 1 Voice modifications during puberty

Mean vocal ~ Mean vocal  Mean voice deepening
fold lengths ~ tract length

Females  1.0cm 14.1em 3-4 semitones
Males 1.6em 169 cm 1 octave
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