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Project Proposal
[bookmark: _Toc159146525][bookmark: _Toc176969720]Project Title 

[bookmark: _Toc159146526]Exploring Inclusivity through the Intersections of Gender, Language, and Identity: a framework for young people taking 1:1 singing lessons.
[bookmark: _Toc176969721]Context
For 15 years, my career focus has been working with adolescent singing voices. I oversee a music academy in Sheffield and manage a team of 17 tutors across 22 schools, which has provided the foundations for this research project.  Doctor of Philosophy and gender studies researcher Leibetseder (2022) highlights that singing lessons can feel like a highly gendered experience, leading to some pupils feeling their identity doesn’t fit their voice. This experience has motivated me to expand my skills to better support students who wish to explore the connection between their voice and their gender identity. 

Hirner (2024), a transgender woman and doctor of choral music, in their doctoral thesis on vocal pedagogy for gender-expansive singers, notes that while gender-expansive singers are becoming more visible, there remains a notable gap in supporting these students during one-to-one singing lessons within school. This issue is further supported by Ashley (2010), who argues that hegemonic gender norms create power imbalances and influence gender roles in education settings. Kelley (2021) furthers this support by suggesting that these norms can exacerbate challenges for gender-expansive pupils in music education. These challenges underline the importance of educators critically addressing their biases to encourage a more inclusive practice. 

Meyer (2009), Malins (2016) and Garrett and Spano (2017) highlight that teachers face difficulties navigating these issues. Often, this is due to fears of causing offence or a lack of accessible tools to support inclusive teaching.  Norton et al., (2019) argue that peripatetic singing teachers across the United Kingdom often lack access to Continued Professional Development (CPD) and formal training qualifications. As a result, singing lessons in the UK are unregulated. Without an overseeing body for peripatetic singing lessons, the need for a tool or framework for inclusive pedagogy becomes clear.  
[bookmark: _Toc159146527][bookmark: _Toc176969722]Justification 
Singing is not compulsory in UK secondary education (11-18 years). However, the National Curriculum (Department for Education, 2014) highlights its value as a tool to enhance and encourage engagement in music education. Legg (2013) suggests that this is conflicting guidance on who should be involved in and lead school singing programs. With students increasingly asserting their identities at younger ages (Palkki and Sauerland, 2018), music teachers are more likely to encounter transgender and gender non-conforming students in their classes, which highlights the need for clear and supportive practices to address these students' unique needs (Palkki and Sauerland, 2018). Schlichter (2011) argues that traditional gender binary approaches to singing must shift towards focusing on embracing individual voices and unique qualities. Many teachers feel unsure how to address gender and identity in the classroom (Meyer, 2009), and I hope that by developing a framework that focuses on inclusive language, gender and identity, I will create a simple, cost-effective and shareable tool that could help teachers create more inclusive and empowering learning environments. 
[bookmark: _Toc159146528][bookmark: _Toc176969723]Intended Impact 
Nicholas (2016) emphasises that while a safe space can be influenced by its surroundings, a safe person can carry the message of justice and create a safe environment wherever they go. A pedagogical tool that aims to encourage educators to be safe people by creating more inclusive spaces could potentially help us support students to feel safe and able to explore their voices without the pressure to conform to gender norms and expectations. Although no single technique fits all pupils, by equipping ourselves with a toolkit of adaptive practices, inclusive language, and questions that encourage inclusive conversations, music teachers can create a safe and supportive environment by presenting as safe people (Nicholas, 2016). This could encourage more pupils to sing and engage in singing lessons as they could potentially feel safer in lessons.  

The need for support to help schools and educators reduce adolescent reluctance to sing is well documented. Researchers, including Gackle (1991) and Cooksey and Welsh (2008) have emphasised the importance of supporting all genders in singing education. Whilst this research is individual to my practice, I hope that in the future, it could benefit a wider community by providing recourses to support teachers who will then be able to provide further support to pupils who may need it. I aim to create a framework to support and open broader conversations regarding gender and singing, potentially encouraging more pupils to take lessons and bolster positive connections between the bodies, identity, gender and singing and potentially transform teaching practices.  
[bookmark: _Toc159146529][bookmark: _Toc176969724]Outlined Intention
[bookmark: _Toc159146530][bookmark: _Toc176969725]Ontology and Methodology 
Guba and Lincoln (1994) emphasise that the choice of paradigm for conducting research is crucial as paradigms shape our perspectives on the world and our understanding of reality. The roots of gender inclusivity research lie in queer theory, which allows for an examination and consideration of the historical and cultural context in relation to societal norms and traits (Watson, 2005) within the critical paradigm. I intend to challenge these norms within the development of my framework by moving away from traditional voice categorisation and towards more descriptive terminology. 
Critical theorists argue that reality is socially constructed through power dynamics and societal relationships.  (Patel, 2015). This research will use a critical paradigm to challenge normative gender binaries within one-to-one singing lessons, emphasising how society can influence individual realities (Patel, 2015). I will also draw upon a constructivist approach to explore students’ subjective approaches towards their voices (Allen, 1994). Qualitative research allows the researcher to explore real-world problems and provide deeper insights by using participants' experiences, perceptions, and behaviours (Tenny et al., 2022), supporting my choice of critical paradigm.

To align with my critical paradigm, I will use the following methods:

1) Literature review - This review will guide the creation of a four-week framework (FWF) to promote inclusivity in singing lessons by critically analysing the existing research, identifying themes, and addressing challenges faced by marginalised groups, with a focus on creating a framework for all voice regardless of gender (Winchester and Salji, 2016). 
2)  My framework will then be trialled with my existing pupils across three secondary schools (11-18) who are engaged in one-to-one lessons, regardless of their gender.
3) Focus Group - This will gather qualitative data (Kitzinger, 1995) to assess pupils’ responses to the framework and suggest amendments. I hope to have at least three participants engage in my focus group; however, If focus groups are not feasible, the same open-ended questions will be used in an anonymous questionnaire. 
4) Interviews - Three short 20 -30-minute semi-structured interviews with a selected group of singing teachers will enhance the objectivity and rigour of my qualitative data (Kallio et al., 2016) by discussing their teaching experiences and presenting my four-week framework (FWF) for them to assess. These recorded, transcribed, and coded interviews will be compared to pupil responses to identify any disparities. 
5) Self-reflection journal - (Aburn, Gott and Hoare, 2021) suggest documenting self-reflections when conducting insider research to capture personal insights and remain objective. Using Wareing’s (2017) “Me, My, More, Must reflective cycle, I will allow myself to be aware of my views and biases. 
6) Coding – Gendron et al. (2012) suggest using rhizomatic and in vivo coding to ensure the participant’s words guide the research findings. I will aim to provide a platform for my participants to share their experiences rather than to speak on their behalf. Whilst I complete the analysis of my data, I will consider the hermeneutic loop, which is the ongoing process of interpretation in which one’s understanding of something deepens and evolves through a continual revaluation of its parts, context, and perspectives (Muganga, 2016). This approach allows me to refine my findings to provide deep and meaningful qualitative data. 

[bookmark: _Toc159146534][bookmark: _Toc176969726]Timeline
In order to achieve my desired amount of data collection, I will adhere to the following timeline:


	Task 
	Jan
	Feb
	March
	April
	May
	June
	July
	Aug
	Sept

	Project proposal
	 
	 
	
	
	
	
	
	
	

	Conduct literature review
	
	 
	 
	
	
	
	
	
	

	Devise framework
	
	 
	 
	
	
	
	
	
	

	Write methodology 
	
	
	 
	
	
	
	
	
	

	Trail framework
	
	
	 
	 
	
	
	
	
	

	Conduct focus groups
	
	
	
	 
	 
	
	
	
	

	Code and analyse focus group findings 
	
	
	
	
	 
	
	
	
	

	Rework framework
	
	
	
	
	 
	
	
	
	

	Conduct interviews
	
	
	
	
	
	 
	
	
	

	Code and analyse interview findings
	
	
	
	
	
	 
	
	
	

	Write results and Conclusion
	
	
	
	
	
	 
	 
	
	

	Submit draft
	
	
	
	
	
	
	
	 
	

	Complete rewrites
	
	
	
	
	
	
	
	 
	

	Submit final project
	
	
	
	
	
	
	
	 
	

	Create presentation 
	
	
	
	
	
	
	
	
	 

	Present final project 
	
	
	
	
	
	
	
	
	 



[bookmark: _Toc159146535][bookmark: _Toc176969727]The Ethics and Insider Research 
This research will be conducted within my existing workplace. The participants will be my existing pupils and teachers I have prior connections with. When conducting insider research within a school setting, particularly with teenagers, ethical considerations regarding safeguarding and sensitivity to potentially sensitive subjects are paramount. I will ensure that I receive signed consent forms from the parents or guardians of any participants under the age of 18 and obtain signed permission from the schools involved in this study and any participants with the relevant documents included in the appendices (Numbers 3,4,5,6,7,8 and 9).

As an insider researcher, it is crucial to remain acutely aware of my cisgender status and associated privileges, recognising how these factors may influence interactions and interpretations within the research context (Wilkinson and Kitzinger, 2013). It is imperative to refrain from speaking on behalf of any community with whom I do not directly identify, ensuring that the voices and experiences of the pupils remain central throughout the research process by using focus groups (Rutledge et al., 2021).

Safeguarding measures must be rigorously upheld to protect the well-being and confidentiality of participants, particularly when addressing sensitive topics. While this project has passed ethical review from the University of Wales Trinity Saint David, any safeguarding concerns will be handled appropriately, given my role as Designated Safeguarding Lead, and pupils will be sign-posted to a source of support Furey et al. (2010). 

To maintain ethical integrity in this insider research, I must ensure I remain aware of my role within this project and stay reflective of my personal biases (Wareing, 2017). I hope my reflective journal will aid this process, ensuring that I prioritise the welfare and agency of the individuals involved whilst remaining mindful of my position and responsibilities as a researcher. 

[bookmark: _Toc176969728]Expected Learning Outcomes
· Deepen my knowledge regarding gender-expansive voices and their needs in an educational setting within singing lessons. 
· Design and test a framework for inclusive singing lessons.
· Learn how to conduct effective focus groups and further develop interviewing skills.
· Learn and develop my academic skills to present qualitative data to ensure the voices of my participants are heard. 
· Remain aware of reflective practices to ensure I can distance myself from my research and remain objective but compassionate. 


[bookmark: _Toc176969729]Main Project
[bookmark: _Toc176969730]Introduction
[bookmark: _Toc176969731]Context
Building on the foundations for this project suggested in my proposal, my previous research has identified gaps in the current UK legislation, specifically how singing teachers can be supported to deliver more inclusive voice lessons. My previous module 3 (BMPF7008, University of Wales Trinity Saint David (UWTSD)) research findings underscored the significance of how pupils identify in relation to the sound of their voices. When the sound of their voice doesn’t align with their chosen gender, this can hinder their sense of identity, particularly in the language and terminology used in lessons. These findings inspired a deeper exploration into the need for a framework supporting a non-gendered approach to singing teaching with an emphasis on descriptive language. 

My module 4 (BMPF7013 UWTSD) study developed this further by critiquing the existing tools and resources available to peripatetic singing teachers, which revealed that the government guidelines and available resources are spare and often inadequate for creating truly inclusive one-to-one singing lessons. Despite Hendricks et al. (2014) emphasising the role of the teacher in creating safe and inclusive spaces, challenges persist due to limited legislation and resources.  As a result, my module 5 (BMPF7013 UWTSD) explored the potential of the social media platform TikTok to offer inclusive pedagogical techniques. These online resources were aimed both at teachers and pupils, encouraging students to explore and develop their voices in a safe and supportive way outside of traditional educational settings. The findings from these studies, combined with my practice experience, underscore the need for accessible recourses that equip teachers with the tools to encourage inclusivity in lessons, particularly when working with gender-expansive voices. Researchers including Meyer (2009), Malins (2016) and Garrett and Spano (2017) repeatedly acknowledge the challenges faced by teachers when addressing gender-expansive pupils, and this research project aims to address this clear need for support, guidance, and implementable resources that encourage a connection between gender, language and identity in one-to-one singing lessons. 
[bookmark: _Toc176969732]Justification 
As suggested in my proposal and introduction, inclusivity in education is critical as it ensures all students, regardless of gender, are valued and supported. The need to explore inclusivity, particularly through the intersections of gender, language and identity, has developed from previous research, which has highlighted a gap in resources and suggests that traditional pedagogical approaches fail to address the needs of gender-expansive pupils (Patel, 2015, Palkki and Sauerland, 2018). By focusing on these intersections, this research aims to critique and adapt how one-to-one singing lessons are approached to empower and affirm all pupils (Schlichter, 2011). Minsky (1997) suggests that a framework is a tool for sharing knowledge about a particular situation or stereotype to help solve problems. Creating and testing a four-week framework (FWF) for one-to-one singing lessons could provide teachers with an implementable resource designed to meet the needs of teachers who feel they are missing available tools. 

It is my current understanding that no specific frameworks of this style currently exist, and creating one has the potential to open the doors and lead the way for future research and development of resources to enhance singing lessons and voice pedagogy. To ensure my framework provides the most relevant strategies for inclusion, I will conduct a literature review to critically analyse the available literature and assess the development of the landscape in this emerging field. 
[bookmark: _Toc176969733]Intended Impact 
If successful, my FWF could help teachers create inclusive, safe and supportive spaces for one-to-one singing lessons. It could contribute to improving the well-being of students by addressing their specific needs as well as affirming their identities and empowering them, which has the potential to improve engagement and development (Tenny et al., 2022). By testing the effectiveness of the FWF with the participants in my focus group, I aim to provide insights into how gender, language and identity can be integral to our teaching practices, informing how we respond to individual pupil needs and providing a tool which could be expanded and developed for wider use within the peripatetic singing teacher community and contribute to the ongoing development of inclusive music education in the UK. 

This research aims to answer the following questions:
· Do singing teachers feel there is a need for support and guidance when planning lessons, particularly for gender-expansive pupils?
· Do singing teachers feel comfortable working with gender-expansive voices? Do they feel or have they experienced barriers when working with these voices, both personally and in an educational field?
· Do pupils engaged in singing lessons feel that their gender and identity are linked to the language used in lessons by themselves and their teacher?
· Could a framework focusing on gender, language and identity enhance inclusivity in 1:1 singing lessons for 11-18-year-olds?
· Do pupils and teachers believe my framework can enhance lesson inclusivity while encouraging autonomy and empowerment for all students?
[bookmark: _Toc176969734]Literature Review
[bookmark: _Toc176969735]Introduction 
I intend to follow Rother's (2007) guidance on narrative literature reviews to structure findings. Rother suggests that a narrative review critically analyses the most relevant and current literature, including books and journals, making it an important tool in education for providing information and insights on specific topics. In this literature review, I will examine the existing guidance and resources available for one-to-one singing teachers working in secondary schools in the UK. 

To add further rigour to these findings, I will review the existing policies and legislation regarding music education in the United Kingdom, aiming to highlight gaps in our education systems, particularly regarding inclusivity and the diverse needs of adolescents and their identities. To gather relevant information on effective practices in one-to-one lessons for adolescents, I will explore how we can listen and understand individual voices, review the existing resources currently providing those tools and seek a way to integrate them into my FWF to encourage more inclusive voice lessons.

I will be using search terms included within my title and research questions, including gender, identity and language, as well as hegemony, adolescent singing, gender differences, and gender-expansive/transgender singing. As Cayari (2018) suggests, the field of gender-expansive singing lessons is a dynamic and emerging field which is constantly evolving. To ensure I am providing the most up-to-date information, I will be using Warkentin’s (2019) guidance for locating credible primary sources to identify the current academic landscape and secondary sources to discuss, interpret and analyse these findings. I will exclude any literature that is outdated, not peer-reviewed, or not directly relevant to secondary education in the United Kingdom, along with any sources that do not engage with my key themes of gender, identity, and language. My searches will be conducted across academic databases such as Google Scholar, Sage, and JSTOR, as well as relevant books, journals, and government documentation and policies. I intend to use literature published within the last ten years. Still, I will draw upon older literature if the historical context is needed, and I will aim to explore between 30 – 50 pieces of literature. 
[bookmark: _Toc176969736]Wider Context, Existing Policies and Legislation
Research by Cooksey and Welsh (1999), supported by Finney (2000), suggests that when introduced during adolescence, singing can become a lifelong skill with significant benefits, including a positive impact on students' self-esteem and well-being. However, they also highlight that adolescents often resist singing in an educational setting, for example, within school, despite these positive outcomes. I have experienced this in my workplace; with twenty-two schools on our register, twelve schools have a one-to-one singing teacher, and only seven are secondary schools. This highlights a gap between pre-adolescent singing, the transition into secondary school and enjoyment of singing. Furthermore, in the UK, music education is no longer compulsory after age 14. After this point, 93% of pupils opt out of music in an educational setting (Bray, 2000). Cooksey and Welsh (1999) and Finney (2000) suggest that this decrease in participation is due to significant gaps in the National Curriculum for voice, specifically singing, which is generalised with no specific element of vocal development techniques or acknowledgement of differences between individual singing voices. The guidance is still generalised when comparing this to the current National Curriculum, dated 2013 (appendix 18). It assumes that music teachers already have a background in singing to be able to encourage pupils to do the following:

“Learn to sing and to use their voices…play and perform confidently in a range of solo and ensemble contexts using their voice, playing instruments musically, fluently and with accuracy and expression.” (Department for Education, 2013) 

This is the mandatory requirement for pupils aged 11-14. Although this statement emphasises the importance of singing, it is vague and assumes that all music teachers are comfortable using their singing voices, offering no specific guidance on how to meet these requirements. In addition to this mandatory guidance, in 2022, the UK Government released a new document entitled “The Power of Music to Change Lives: A National Plan for Music Education” (Department for Culture, Media and Sport, 2022 Updated 2024). While not mandatory, this initiative represents a forward-looking plan for full implementation by 2030. According to the Department for Culture, Media and Sport (2024), who co-devised the plan, singing is a “golden thread” in our musical development, emphasising its integral role in primary education (4-11) to connect the body with music and express it through our voices. Furthermore, the plan also highlights the importance of singing, noting that encouraging it helps develop musicianship and is a fundamental component of musical education. This recent guidance marks a significant step in supporting singing within educational settings. Still, as noted in previous research, it focuses primarily on pre-adolescent pupils, leaving a critical gap for adolescents and secondary pupils (ages 11-18). This emphasis on the voice aligns with Finney’s (2000) findings, which suggest that the integration of singing is a vital element in children's musical journeys; however, there remains a lack of specific guidance on how to meet statutory singing requirements. This gap is further highlighted by The Model Music Curriculum (Department for Education, 2021), which can be used alongside the National Curriculum to support classroom and visiting one-to-one music teachers.  It aims to promote singing in secondary education and encourage educators to aim beyond the statutory requirements but, again, offers little in terms of practical strategies as it assumes teachers will already be confident singers. This 'stagnation' (Finney, 2000) of the curriculum prompted a broader search beyond government policy to explore more comprehensive approaches. The existing documents not only reveal gaps in support for teachers but also fail to offer strategies for encouraging inclusivity or addressing the needs of gender-expansive and non-binary students.

Music Mark is a membership organisation supported by the Arts Council England. They advocate for excellence in music-making both in and out of school and have produced the document titled “A Framework for Progression in Musical Learning” (John Kelleher and ABRSM, 2015) (Appendix 18). Unlike the government curriculums, it offers a clear step-by-step plan for each key stage in education, defining the techniques required at that age and the range of notes a pupil should aim to sing, however, again, there fails to be any mention of gender, which you can see below:
           [image: A chart with text on it
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[bookmark: _Toc176969737]Figure 1 – Music Mark’s suggestions for working with the singing voice in school between ages 4- 14.
(Music Mark, 2015) 

This guidance is the first to offer specific singing techniques and guidance for a singing or classroom teacher and is being implemented within Sheffield. While it is crucial to recognise these suggestions as a step forward, they remain rudimentary and continue to overlook the differences in various voices, particularly those that are gender expansive. They also lack any information regarding how you physically teach these skills, as noted previously, which is something that teachers feel more support for. These recommendations will help create and develop my FWF as they are guidance that singers in Sheffield are currently working towards. I will aim for inclusivity for all voices as the gap in the literature shows that we need to focus on adolescent voices with a focus on gender-expansive singers. To do this, I focused my search on inclusivity and the gaps in the existing literature. 
[bookmark: _Toc176969738]Inclusivity and the gaps in education for gender-expansive or gender-diverse pupils
Voice Study Centre (2021) states that voice education and singing lessons in the UK operate within an unregulated field, meaning no regulating bodies exist. Blum (2016) highlights that the lack of regulation leaves musicians, including singing teachers and students, vulnerable within the workplace, where protection and care for teachers and students may go unnoticed should issues arise. The Children's Commissioner for England (2017) and the British Voice Association (2018) reinforce this concern, pointing to risks in education and vocal health due to unregulated practitioners and bias in educational content. This underscores the urgent need for clearly defined core competencies and standards set by leading UK professional bodies (Smallbone, 2018). This regulatory gap may increase risks, particularly for gender-expansive singers, as the lack of guidance could further alienate teachers who may already feel they are struggling to support these voices. 

These findings emphasise the pressing need for resources to encourage inclusive singing lessons. As noted by Cayari (2018), a professor of music specialising in gender and marginalised voices, educators often feel unprepared to work with gender-expansive or LGBTQIA+ pupils. Often feeling anxious about potentially offending students despite having positive attitudes towards the community. This lack of confidence, echoed by Ji, Du Bois, and Finnessy (2009) and Case and Meier (2014), can hinder effective vocal development. Supporting my suggestion for more comprehensive training to build educators' confidence and ensure effective vocal development.

While these concerns are prevalent, there has been a positive shift towards creating supportive resources. Sims (2017), a cis-gendered researcher like myself, argues that working with trans*+ and gender-expansive voices should be approached similarly to any other voice, with attention to individual characteristics, tailored exercises, and inclusive language. This approach is crucial for establishing inclusivity and will help the development of my FWF, allowing me to consider how to address the unique needs of voices that don't align with a student's biological sex and the resources available for this work.
[bookmark: _Toc176969739]Listening and understanding individual voices
Doscher (2021) suggests that allowing our body language to show pupils we are willing to listen and attempt to understand their voices lies at the heart of singing lessons. Sherwell (2009) suggests that to understand how individuals perceive their voices; practitioners should carefully note the language used to describe the sound of their voice alongside the practitioners’ perceptions of the sound. Sherwell (2009) recommends using the GRBASI Perceptual Scale as a foundational tool for educators to identify key voice characteristics.
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[bookmark: _Toc176969740]Figure 2 – The GRBASI Perceptual Scale 
(Yamauchi, Imaizumi, Maruyama and Haid, 2010 as cited by Couch et al., 2015) 

While GRBASI is primarily employed within the Speech and Language therapist field (Couch et al., 2015), its use of non-gendered language and recognisable voice traits and descriptors makes it an invaluable component for consideration within my FWF. It shows potential as a starting point for teachers to initiate discussions about their students' voices; however, it is not a singing voice-specific tool.

Chris Johnson’s Vocal Assessment Method (VAM) from TeachVoice.com (Johnson, 2020) also emphasises the importance of both the teacher and the singer taking time to listen to the voice, assessing how it feels during a set of specific exercises (appendix 11), each aimed at different areas of the body and varying levels of tension to encourage pupil autonomy by discussing the sensations felt by the pupil and the perceived sound from the teacher. Building on this approach, Sauerland (2022) suggests that teachers should compare students’ self-descriptions with their perception analysis. Sauerland (2022) further advises teachers to reflect on their personal habits of mind and approach life's challenges with rational, methodical, creative, and constructive thinking. Drawing on the sixteen key points outlined by the Institute for Habits of Mind (2024), (appendix 1) teachers can align their work with these principles, facilitating the development of skills that enhance musical performance and develop connections between teacher, pupil, and audience. By integrating some of the crucial habits of mind, such as:
“listening and understanding with empathy”
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[bookmark: _Toc176969741]Figure 3 – Listening with Understanding and Empathy (The Institute for Habits of Mind, 2024)

And “thinking flexibility.”
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[bookmark: _Toc176969742]Figure 4 – Thinking Flexibility (The Institute for Habits of Mind, 2024)

Building upon Sauerland's (2022) ideas and considering our personal habits of mind alongside GRBASI and Chris Johnson VAM in our practice, we can potentially expand our focus to adopt a more holistic, student-led approach to learning. This approach addresses vocal ability and nurtures a skill set that includes refining diction, balancing registers, expanding range, and promoting personal vocal health (Sauerland, 2022). However, Garrett and Spano (2017) note that for pupils to feel comfortable exploring this aspect of their identity, they must first feel safe to do so 
[bookmark: _Toc176969743]Existing resources and programme integration
Garret and Spano (2021) argue that the creation of safe spaces for pupils is a responsibility that falls on teachers. They must establish themselves as a safe person, as pupils look for signals from their teachers that they are safe, cared for, empowered and respected. Sullivan and Urraro (2019) recommend specific strategies to help educators fulfil this role: 

	Allow children to be themselves

	Abandon assumptions

	Eliminate gender segregation

	Involve parents

	Create a safe environment

	Support and protect transgender children


(Sullivan and Urraro, 2019 p201)

Applying this approach can ignite pupils' imaginations and prompt them to explore their singing potential.

Garratt and Spano (2021) further emphasise that to truly impact pupils positively as educators, we must acknowledge the work we are currently doing and how we can spend time and effort in the future continuing to make a difference. Effective teaching involves assessing and describing student voices while creating personalised lesson plans. Developing healthy vocal techniques such as rehearsal pacing, breath awareness, phonation and resonance, vocal flexibility and articulation (Garratt and Spano 2021), should be guided by these non-gendered practices and adapted to fit each student’s needs. 

Incorporating suggestions from Sherwell (2009), including the GRBASI scale with Garratt and Spano (2021), Sauerland (2022), and Chris Johnson's VAM, will ensure I am applying a diverse range of approaches and techniques to my FWF.
[bookmark: _Toc176969744]Research Methodology 
[bookmark: _Toc176969745]Research design and methods 
To amplify marginalised voices, I will use qualitative data to capture the perspectives of my participants. Literature by Hall (2005), DiCaro (2017), Sims (2017), Orton and Pitts (2018), and Garratt and Spano in a research field similar to this project support this approach. Orton and Pitts (2018) note that the voices of adolescents are underrepresented in research, making this paper a crucial step towards representation. A qualitative approach aims to reduce personal bias by focusing on the participant’s perspective; however, complete objectivity will be difficult as my participants are my existing pupils, and therefore, this research is subject to confirmation bias. To mitigate this, I aim to follow Hall’s (2005) naturalistic framework, integrating my research into participants' regular lessons and documenting my regulations in a journal following Halls' observation, reflection and action cycle. Critical theory, rooted in qualitative research, relies on dialogic methods such as observation and interviews to challenge assumptions and allow reflection on experiences (Cohen and Crabtree, 2006). Selecting the appropriate data collection method ensures alignment between a research’s philosophical view and the data (Singh, 2019). To maintain rigour, where possible, I will gather empirical data from observations and multiple participants, ensuring the research is replicable, objective and systematic. I will include anecdotal data from my reflections because, as Macnaughton (1995) noted, it can provide a valuable tool for providing lived experiences.
[bookmark: _Toc176969746]Paradigm 
A philosophical framework guides the researcher's interpretation of reality, ensuring rigour and validity (Singh, 2019). In this research, the thoughts and emotions of participants are central to the data, leading to the use of a critical paradigm (Tenny et al., 2022), which enables analysis to understand knowledge and power dynamics to transform societal practices (Boswell and Babchuk, 2023). It will help to examine societal and educational contexts through qualitative data, addressing personal biases and engaging critically with the data.
[bookmark: _Toc176969747]Ontology and Epistemology
Ontology is the study of being (Singh, 2019) and explores the nature of reality and our understanding of it (Guba and Lincoln, 1994). Critical theorists believe that reality is constantly influenced by socially constructed ideas (Patel, 2015), which applies to this project due to its considerations of gender and the social constructs surrounding the topic. 
Epistemology examines how we understand reality and how knowledge is gathered and sourced (Brown, 2022), acknowledging that social values and power dynamics shape our perception of reality.
[bookmark: _Toc176969748]Methods
To triangulate my findings, I will conduct four data collation methods, including my literature review. My processes for which are listed below:
[bookmark: _Toc176969749]Literature Review Methodology
Booth, Papaioannou and Sutton (2016) compare a literature review to exploring a new location from the comfort of your living room, emphasising the importance of thoroughly understanding the existing research. Fink (2005) further defines it as a systematic, explicit and reproducible process for synthesising and evaluating research. Hart (1998) highlights that to do this successfully, there is a need for quality, depth, breadth and clarity in a review. Traditional approaches, however, often lack these elements, which has the potential to lead to biased conclusions and misinformation (Haddaway et al., 2020). To counteract this, Haddaway et al. (2020) recommend to:

• Design search criteria protocols to establish relevant parameters for inclusion within the review.
• Enhance replicability by transparently documenting the utilised resources.
• Mitigate selection bias by incorporating both supportive and critical arguments and ensuring search terms remain unbiased (e.g., avoiding the exclusion of papers presenting negative views of voice lessons by gender-expansive pupils).
• Apply critical appraisal to each included study, evaluating its internal and external validity.
• Ensure the relevance and rigour of each included study.
• Conduct thorough error-checking of the review.
(Haddaway et al., 2020)

Given the emerging field of gender-expansive singing lessons and limited research (Cayari, 2018), this review will focus on papers from 2000 onwards to highlight the development of inclusive practices to date. This historical perspective is crucial for understanding the industry processes and addressing how developing a framework incorporating gender-appropriate language and student autonomy could promote inclusivity. I will follow Haddaway et al.’s (2020) guidance to ensure academic rigour alongside Booth et al. (2016), Fink (2005) and Hart’s (1998) ideas to engage the reader. 
[bookmark: _Toc176969750]Focus Group
Focus groups are a useful tool for gathering perspectives but can be challenging when working with adolescents, particularly when discussing sensitive topics such as gender and voice (Norris et al. 2012). This could be influenced by the suggestion by Elkind (2001) and Flanagan and Stout (2010) that adolescents often seek peer approval and may resist sharing openly in a group setting due to a lack of trust with peers. However, Horner (2000) argues that adolescents may share more openly in peer groups if guided by a skilled facilitator who encourages participation. 

To encourage participation, I will follow Morgan’s (1997) method, which involves limiting topics to a few key areas, starting with familiar questions and gradually moving to more complex ones once participants feel comfortable. My focus groups will be held in a neutral location, either at my teaching studio or on Zoom, as both Roberts (1997) and Shucksmith and Hendry (1998) suggest this can help minimise power imbalances and ensure equal opportunity for participants to participate.

Participant selection is crucial, especially when working with gender-expansive or LGBTQIA+ communities. Peterson-Sweeney (2005) suggests that smaller groups have the potential to facilitate more open, free and meaningful discussions and, despite their smaller size, have the potential to show meaningful qualitative data.

I will transcribe my focus group using otter.ai software and include vocal behavioural annotations, including “urm,” pauses, and laughers, to fully capture the discussion. The transcripts will then be redacted to retain anonymity and coded using Delve software to identify key themes and synthesise key findings into broader insights to compare with my semi-structured interviews. 
[bookmark: _Toc176969751]Semi-Structured interviews
Taherdoost (2022) highlights how interviews can be a promising data collection method, particularly when collecting qualitative data, as they promote connection between the researcher and the participant. To explore this connection further, I employed semi-structured interviews, which offer flexibility to the researcher and provide opportunities, as Adeoye‐Olatunde and Olenik (2021).  to adapt and delve deeper into further topics that may come up in the interview while still allowing for focus and structure.
[bookmark: _Toc176969752]Self-reflection Journal
I will maintain a reflective journal to capture my thoughts and their anecdotal reflections. These reflections and my literature review will be the foundation for the questions used in interviews and focus groups. Lew and Schmidt (2011) suggest a connection between self-reflection journals and improved academic progress which has inspired me to keep my own for this project.  By using multiple methods, I hope to triangulate my data, increasing my ability to interpret it and mitigate bias where possible (Thurmond, 2001). 
[bookmark: _Toc176969753]Recruitment and project composition and delivery
My initial time frame for this project was ambitious. After being invited to multiple conferences, I realised I needed to adjust my plans to accommodate this change. This meant I needed to interview my teacher participants while the framework was being taught, allow the framework participants one week of rest, and then conduct my focus group.

I initially invited all my current pupils to participate in a trial of my FWF over four lessons. Out of thirty-six invites, seventeen participants had parental consent, which then led to fourteen participants taking part. Of these fourteen participants, three came to my focus group. Whilst these numbers are lower than I had anticipated, Ozer and Piatt (2017) argue that adolescent-led research can be transformative for participants regardless of quantity. The results I will present to you will share the journey, thoughts, and feelings of the participants involved in this study. 
For anonymity, the participants of the focus group will be referred to as follows:

FG1 - Participant 1
FG2 - Participant 2
FG3 - Participant 3

Further to the focus group, I invited three teachers to interview to discuss the FWF's potential and ideas for further development.  All three teachers accepted my request for an interview, and all have different backgrounds:

P1 – Interview 1, classical and musical theatre teacher and lecturer at a UK-based University
P2 – self-employed LAMDA and performing arts teacher
P3- Singing voice specialist and Music Leader for local council Music Hub.
My aim with these teachers was to represent a varied demographic of singers and understand the needs of teachers in the wider field. 

My focus group had one face-to-face participant and two via Zoom due to scheduling conflicts. Transcripts were created using otter.ai, which I checked and used to redact any personal information and input into Delve coding software. Participants were informed of this process and consented via an online consent form. Full transcripts of the interviews and focus groups, my reflections, consent forms and the FWF are available in the appendices (3,4,5,6,7,8,9,13,14,15,16,17). My findings will be presented as qualitative data, the goal of which is to provide answers to my research questions while breaking down the data into parts which can be used to interpret what has been observed (Smith and ELMP Research Methods Seminar Series, 2021). 

[bookmark: _Toc176969754]Coding
My objectives in both the interviews and the focus group were to obtain honest feedback regarding my FWF and to hear participants' views on their personal and industry needs in their own words. To achieve this, I used a blended approach to my coding process, incorporating deductive and inductive codes. Deductive codes are predetermined categories into which the data are classified, while inductive codes are developed directly from the data collected from participants (Smith and ELMP Research Methods Seminar Series, 2021). By combining these approaches, I focused my data analysis on answering my research questions while remaining true to the participants’ words and experiences (Smith and ELMP Research Methods Seminar Series, 2021). I also used in vivo coding to deepen this analysis, which involves using the participants' exact words to generate themes (Khandkar, 2021). Additionally, I employed rhizomatic analysis, which enables the researcher to explore the data for differences and nuances, identifying "hot spots" that "glimmer" and "glow" within the text (Gravett and Winstone, 2019), this approach helps to narrate the participants' stories effectively. I have included in my appendices my coding process (appendix 2) and the development of codes through my four rounds of coding which are deductive, Inductive, In-vivo and Rhizomatic (appendix 17). The codes from this process were then developed into the four themes, which will be the basis for presenting my findings. 
The themes I will present are as follows:
· The impact of gender, identity and language within singing lessons 
· Highlighting a need for support and regulation for teachers 
· Feedback on the FWF and encouraging pupil autonomy 
· The current landscape for progression in music lessons

[bookmark: _Toc176969755]Ethics and Insider Research 
The safeguarding of my participants will remain paramount throughout this project. Further to this, I will remain aware of confirmation bias in both my testing and analysis of my findings and ensure I am delivering my questions in a way that allows participants to answer freely and not feel pressured to provide me with the answers they feel I want to hear (Oswald and Grosjean, 2021). Further to this, I will remain aware of my position as an insider researcher. I hope to follow Saidin's (2016) example and utilise this position as a positive impact by implementing my deep understanding of the research topic and the use of my reflective journal to remain aware of objectivity and bias. 

This project has received ethical approval from UWTSD, which is included in my appendices (Appendix 3). Furthermore, Schelbe et al. (2014) suggest the following considerations when working with adolescents in an attempt to mitigate ethical issues:
· Ensuring informed consent
· Confidentially and anonymity
· Ensuring no risk of harm
· Awareness of power imbalances
· Respect for participants 
· the Integrity of research 
· Transparency

By addressing these factors, I hope to minimise potential ethical issues and conduct the research responsibly
[bookmark: _Toc176969756]Findings and Discussion
[bookmark: _Toc176969757]Qualitative findings
Inspired by Legg (2013), who crafted a fictional account of adolescents' experiences in UK music lessons based on rich and detailed interview data, I aim to capture the essence of shared experiences. Legg (2013) found that traditional data analysis and presentation methods often left some stories untold and some voices unheard. To present my findings, I have blended actual participants ‘quotes and self-reflections from my journal with lived experiences to create a narrative retelling of singing lessons from both the teacher's and the pupil’s perspectives. This narrative inquiry approach is suggested by Clandinin and Connelly (2000) to understand experiences as lived stories which can capture human and personal dimensions that would struggle to be represented in facts and numbers. Lagay (2014) argues that a narrative inquiry can oversimplify research, leading to conflicting narratives and ethical implications, such as influencing the reader towards a specific idea or research outcome. To mitigate this, Lagay (2014) suggests ensuring open-ended storytelling with no direct conclusions and inviting critical engagement from the reader. Legg (2013) further suggests that the aim of the retelling of lived experiences through storytelling is to allow the reader to determine to what extent the “loose weaving” (Legg, 2013 p169) of these stories successfully resonates with their own experiences. In conducting this approach, I aim to highlight the barriers teachers face and the positive and negative responses from pupils. However, the narrative I present may not follow the participants' words. I offer this retelling of my data as an approach to viewing the experiences of adolescents currently engaged in music lessons and as a “story seeking consideration” (Sparkes, 2007) to the wider picture. I will present the findings to the reader by outlining my themes, followed by a brief narrative section, first from a teacher's perspective and then from a pupil's. Direct quotations will be highlighted in bold to distinguish them from the narrative and anecdotal comments. I will use the autonomous identifiers highlighted in my methodology. The teacher’s experience will be presented with a short analysis followed by the pupil’s experiences and a short analysis. Each theme will then be discussed, concluding with a final discussion summarising my themes. 

[bookmark: OLE_LINK3][bookmark: _Toc176969758]The impact of Gender, Identity and Language within singing lessons
[bookmark: _Toc176969759]Teacher experiences
As I sit thinking about my day ahead, I have “one student in particular in mind; she came to me last week and was very transparent. She made her kind of stance on it all. She was like, I'm trans” (P3). I instantly thought about voicework and began questioning my teaching ability and skills as I knew, "there'll probably be lots more teachers who have got much more individual experience of difficulties in that area” (P1). Still, I recognised these feelings of imposter syndrome as I had experienced them before. According to Shekhawat and Kumar (2023), these feelings of worry are common among teachers when working with this community. Considering this I knew that “the hardest thing is not necessarily even with students that are non-binary or who are not identifying as the gender they were born with; it is more to do with the differences in voice and how you actually teach those based on what it is instead.” (P2) I had to remind myself I have done this before and “all my experiences have been quite positive ones, even though they've been slightly odd, it's very odd to be hearing “music of the night” come out of someone that is very much looking forward to being female and is fully in the whole female thing with full makeup and the hairdo and everything and is relishing when it's all going to be done, but still is able to knock out brilliant bass notes.” (P1). Ghoshal et al. (2012) highlight that unconscious prejudice is a common issue, even among people who consider themselves unbiased. Reflecting upon my view of their rendition of “Music of the Night”, I can see that I made an unconscious judgement regarding their gender, which I need to be mindful of moving forward. Ekehammar et al. (2003) suggest that cisgender females like myself are more likely to experience implicit prejudice where we unconsciously and automatically jump to conclusions, which I need to consider when teaching this pupil. I know I have the skills to teach this pupil and must consider how they “form their musical identity” (P3) through their voice whilst ensuring I am not allowing my existing prejudice to implicate my teaching. By emphasising our “identity being what we sound like” (P3) and not considering “if that doesn't quite align with the wider view” (P3) for them, I risk the potential to “break them” (P3) and disengage in singing. Schumann (2014) highlights adolescence as a crucial time when individuals decide if they see themselves as a singer or not. If they do not identify with singing during this time, for example, if their gender doesn’t align with the sound their voice makes, they are likely to discontinue. My main concern is that the sound they want to make “doesn't equate the sound that comes out of their voice as their sound.” (P1). To move forward, I need to acknowledge that “some students are still at that point where they don't really recognise themselves yet, as what their fully grown person is going to be and therefore, we are in that kind of no man's land of ‘how do I see my voice portraying who I think I am?’” (P1). This creates uncertainty, as the student asked, “What if my voice doesn't match what they're saying the voice should be doing?” (P1). To address this, I must consider what is “going to give us the best results?” (P1). Although the student “wants to sing X rep, because she was slightly older and doing a level music” (P3), my focus needs to be on her sound. This approach “gives ownership of what their voice sounds like, and also gives students an ability to understand on a day when their voice is not doing what they wanted to do, that actually their voice is different from what it normally sounds like” (P2).
[bookmark: _Toc176969760]Analysis
Sullivan and Urraro (2019) emphasise that students often feel a deep connection to their music teacher; in this scenario, the pupil feel empowered and safe sharing personal insights with their voice teacher. However, this trust exposes a gap in the teacher’s pedagogy, particularly when addressing the needs of gender-expansive voices. My literature review and previous research findings identify similar gaps in vocal pedagogy when working with non-binary and transgender students. Initially, interview participants expressed uncertainty about their skills when working with voices that do not fit traditional gender binaries, with some even suggesting that other teachers might be better equipped to meet the pupils' specific needs. This aligns with Cayari’s (2018) findings, where educators, despite positive attitudes towards the community, still question their skills when working with these voices. Sims (2017) argues that teachers should approach all voices the same way without letting gender biases influence their methods and focus attention on how the voice sounds. However, even participants who reported positive experiences with gender-expansive voices instinctively questioned their skills, underscoring the need to create further support for singing teachers. Furthermore, during the interview, P1 unintentionally misgendered their pupil on several occasions, a practice that, while common, must be addressed and corrected, especially in an educational setting (Lowe, 2023)
These comments highlight the wider issue within singing lessons which is how to adapt our teaching methods to effectively accommodate gender-expansive pupils, ensuring both the student and teacher feel empowered. 
[bookmark: _Toc176969761]Pupil experiences
“I feel like music is, like, very deeply ingrained within me” (FG3). Being a singer “builds up at least more than half of my identity. I use it wherever I go” (FG1) because “it’s how I feel feelings” (FG2). These lessons are my safe space because “singing is just therapy, isn't it?” (FG1). “I think that my lessons have made me even more confident that I am a singer” (FG2). I wanted to share my transition with my teacher, but I can see she is nervous. She is a “really good singing teacher” (FG1) “who’s nice all the time” (FG1). She always makes me feel “comfortable to, like, you know, go wrong. Like, I'm not trying to go wrong, but I know that there's not going to be any like shame if I do” (FG3). I want to focus on “describing how the song is, and like understanding my own voice at the same time because that can be helpful, you can then think to yourself, can I do that?” (FG3). I want to be able to do that but “I think sometimes the words I'm using to describe things maybe could be a bit more like descriptive, so I can say like my voice feels like, because sometimes I can't really find the right words, like my weird brain” (FG3).
[bookmark: _Toc176969762]Analysis 
The direct quotes from pupils highlight the importance that the role of singing plays in their identity formation but also in their emotional expression. One pupil mentions that singing builds up more than half of their identity, and another describes how it impacts their emotions: “its how I feel feelings” and how “deeply ingrained” (FG3) singing it to them. This aligns with Orton and Pitts’s (2018) findings that suggest that by motivating confidence and self-autonomy, we can engage more deeply in lessons and create more enjoyment, further highlighting the deep and personal connection not only between the student and the teacher but also the student and their sense of self and voice. These findings, however, highlight the need for more approaches and support for teachers to work with gender-expansive or non-binary to ensure we can help support a pupil to explore this connection. 
The students emphasise how the teacher creates a safe environment for the lessons and a place where they feel comfortable, aligning with Sauerland’s (2022) findings that the dialogue between a teacher and a student can be enough to create a safe environment. However, the pupils then explain their need for more effective communication in their lessons, particularly when describing and understanding their voices. They mention that they struggle to articulate their feelings about their voice and that descriptive language would be helpful for self-expression and technical understanding. This gap in the pupil’s knowledge argues that the existing pedagogical language and approaches to the voice may not represent all pupil’s needs. 
This pupil-led approach to lessons could further a student’s self-autonomy and allow them to explore their voices using descriptive language to connect on a deeper level to their voice. Furthermore, does using traditional teaching methods, such as scientific or Latin terminology, limit a pupil’s ability to connect with their voice? Could a pupil-led approach encourage this more?
[bookmark: _Toc176969763]Discussion
The teacher’s and the pupil’s experiences highlight the need to develop tools and support within singing lessons. When considering these experiences alongside my FWF, weeks two and three, using the GRBASI scale and Chris Johnson’s Vocal Assessments Method (VAM), could offer a more structured approach to work on these challenges together. 
For example, the GRBASI scale provides specific descriptors that can help the teacher guide the lessons and understand the physical sensations the pupil is experiencing. The VAM allows the pupil to use their own words to describe how their voice feels and sounds, allowing for deeper self-autonomy. 
Critically, integrating these tools could help support the teacher and student in a more pupil-led pedagogy where the teacher’s guidance and pupils’ autonomy are balanced. By doing so, we can encourage a connection between the pupil’s voice and their identity while ensuring safe pedagogy is taught; however, this research suggests that currently, teachers do not feel equipped to support this within lessons.  
The themes of gender, identity, and language are consistently present in the participant’s interviews and focus groups, indicating a need for a more inclusive approach to singing lessons. However, I recognise that the teachers I interviewed are professionals I know personally and professionally, which may introduce confirmation bias into the findings. As Johnson (2018) indicates, our tendency to surround ourselves with like-minded individuals can hinder objective truth. To mitigate this, if I were to repeat this research, I would aim to expand the demographic to include a more diverse network of teachers. Due to the limited timeframe of this project, this approach was not feasible.
[bookmark: _Toc176969764]Highlighting a need for support and regulation for teachers
[bookmark: _Toc176969765]Teachers experience
I knew I would need to gather more resources to work with this pupil’s singing voice and ensure they were having an enjoyable lesson as well as a safe and informative one. “I am not a professional enough musician to be able to teach that” (P2) still crept into my head, but I recognised that it was imposter syndrome again. I knew I needed to focus my goals towards finding a tool or scheme of work that focuses on the singer and how to “help you in terms of teaching” (P2). “I think the hardest thing is just trying to find things that are appropriate for everyone” P2. “There's loads of factors that are… that you are facing against when trying to find suitable material, and there's not a lot of it. You can Google it, but there's not a lot there” (P2). Laird (2015) states that teaching with empathy and teaching pupils to be empathetic can help us move beyond the notes on the page and bring us more in tune with our emotions and feelings, which ultimately could provide a greater musical journey and more joy and satisfaction, so my first step was to look for ways to show empathy and create a safe space for vocal exploration. I started this by asking the pupil, “Let's see what you're not happy with or what you would like to change because there is a whole gamut of stuff that can be altered through continuous practice and working in a way that the voice slightly changes if you like. We're never going to get a massive kind of you know different voice but we can we can alter the way the perception of the voice for the student is kind of heard” (P1). By asking the pupil what they wanted to work on rather than making an assumption, I had hoped to follow Hendricks et al. (2014) advice, which aims to listen and be emotionally present, use ability-appropriate and challenging situations as encouragement and stimulation, be sensitive to the pupil’s relationship between music and their personal lives, adapt the learning environment and be prepared to be unconventional and use words and modelling to help the pupil feel safe. This still left me with a gap of knowledge regarding how to work with this specific voice, which left me thinking, “We need a set of things that we know work and that we pass on to the students, if you do this, there's this, this, this and this that will make sure you achieve a healthy or a part of a healthy voice building” (P1), ultimately “There's no legislation, and there's no framework, and there's no base framework” (P2), “So the only thing that anybody else has got anything to measure that against is exams” (P2).
[bookmark: _Toc176969766]Analysis
All three interview participants note a need for resources that can enhance our teaching practices and ensure safe pedagogy. Each teacher described occasions where they had naturally followed Hendricks et al.’s (2014) advice of listening and being emotionally present in lessons offering encouragement, particularly in challenging situations, without realising they were doing so. This emotional connection is further supported by Laird (2015) and is echoed in P1’s suggestion, “Let's see what you're not happy with” (P1), which reflects the theme of empathy. Despite this empath, the imposter syndrome mentioned previously by the teacher persists, which highlights the need for further research and development of resources for one-to-one singing lessons. P1 and P2 both note this lack of easily accessible resources at the end of this section, further supporting and reinforcing the need to address this.

[bookmark: _Toc176969767]Pupil Experience
My singing lessons have always played a huge part of my life, “First of all, I think that it's part of my personality, my voice, and when I sing, it shows me. And so I go up to people and I'm like, Oh, can you describe yourself? I'm a singer. That describes me… it's built me in so many different ways. It built my confidence. It built the fact that I can literally, just last second, have 10 minutes to get a song for someone and then perform in front of an audience. …It's built me as a person and how I react with people, and how confident I am to actually speak my mind” (FG2). “I think singing is like a really interesting part of the person, because it's sort of an instrument that's also a part of you. And I do have it in my identity that I am a singer” (FG3), but that is what feels difficult now that my identity and voice aren’t as aligned as they used to be. I want to thrive, feel accepted and supported, and be educated about my voice. However, as Southerland (2018) suggests, this can feel like an extraordinarily huge challenge. “I always look forward to singing lessons, on weeks when I don't have singing lessons, I'm always like, really grumpy” (FG1). This is because my teacher respects my pronouns and name change, which, according to Southerland (2018) demonstrates acceptance by being a role model for me. My teacher has helped me normalise my identity so much already by using Taylor’s (2018) advice and making subtle changes to the way she speaks. Still, I would like to explore that more with my singing voice because “I think sometimes the words I'm describing maybe could be a bit more like descriptive, so I can say like my voice feels like, because sometimes I can't really find the right words, like my weird brain” (FG3). I have experienced other teachers previously who have not made me feel this way, for example, “back in primary school, we had one teacher, she was really nice, called [redacted] but she taught us quite open jawed singing. And that worked for soft songs, but when it came to the more wordy songs I was trying to sing with my jaw quite open, and it meant that the words weren't coming out properly. And then it meant that I tightened my jaw. And then it meant it was hard in the future to have my jaw loose again for the long notes” (FG2). This teacher was not a voice specialist, and this made me first look for a specific singing teacher to help me develop my voice but also question what training or skills a person needs to be able to teach the voice. I was shocked to find there is no regulation, “I think that there should be some sort of guidelines, because then you don't know what these people are learning” (FG2). If there were some guidelines or framework that could help guide lessons, you would then know, “it's not just a random person coming in and you have to listen to them like there is, like a specific thing that they should be doing and shouldn't be doing” (FG3).
[bookmark: _Toc176969768]Analysis
As previously noted, all participants in my focus group expressed that their singing voices are integral to their identities. However, each participant also recounted a past interaction with a teacher that led them to question the teacher's competence and the validity of their instruction. While teachers play a central role as primary facilitators of active learning, involving students in the learning process is crucial to ensure it is meaningful to them (Putri and Dafit, 2022). When students begin to doubt the validity and reliability of the material being taught, they may perceive their teachers less as role models, which could diminish their interest in the subject (Hendricks et al., 2014).

This situation was exemplified by FG2, who experienced such an interaction with a teacher, leading them to seek a more specialised voice teacher. Although FG2 had a background in singing and knew they enjoyed it, the negative classroom interaction prompted them to explore their singing voice further. This raises an important question: If a student who enjoys singing felt uncomfortable due to this interaction, how might it have impacted other students who were already apprehensive about singing?

The teacher involved in this interaction is known to me, and they are not a singing specialist. This underscores a critical issue in my literature review: the lack of standardisation and specific resources for classroom teachers to integrate singing into their lessons effectively and safely. When pupils can identify situations where teachers may be delivering potentially inaccurate or unsafe techniques, it highlights the urgent need for a framework or lesson plans to address this gap. The negative experiences recounted by FG2 suggest that the absence of such a framework could have wider implications for student engagement and confidence in singing and singing lessons. 
[bookmark: _Toc176969769]Discussion
When comparing the experiences of the focus group participants with those of the interview participants, there is a clear consensus that there needs to be regulation within singing lessons. Both groups noted the lack of framework or regulation. As noted by Blum (2016) in my literature review, this gap can leave pupils and teachers feeling vulnerable. FG2 explains feeling this way after what was perceived as a negative interaction with a teacher. Relating this to my FWF, allowing pupils more autonomy over their voices by using descriptive language and a pupil-led approach could potentially reduce situations like the one mentioned by FG2. 

These insights highlight the demand for standardised resources and frameworks to ensure teachers can provide accurate, safe, and effective vocal instruction, support students' singing development, and encourage a positive learning environment.
[bookmark: _Toc176969770]Feedback on the four-week framework (FWF) and encouraging Pupil Autonomy 
[bookmark: _Toc176969771]Teachers Experience
To work with this pupil, I knew I would need to go back to basics and re-evaluate their voice and listen closely to their needs. I found the FWF helpful in this process because “this framework is just highlighting those, those beginning levels that we all wish everybody did in a really nice, healthy manner, and just solidifying that this is the, this is the basic approach that we should all take, you know, especially in this instance” (P3). My initial plan with them, especially after finding learning about their transition was always to conduct “the full, MOT [in] the first lesson, so that then means I can tailor it a little bit more specific” (P3). Incorporating the FWF alongside this approach was incredibly useful as “the MOT will then sort of direct me towards whether we need to focus a little bit more on, like the breathing basics and making sure there's a good support system coming into place, and whether they understand breathing.” (P3). This combination of the FWF and my existing skills allowed me to focus on the sound of the pupil’s voice and respond with empathy and dignity towards them, which, as Taylor (2018) suggests, can help to create meaningful lessons by building the relationship between the pupils’ identity, their voice and the teacher. By “focusing on descriptors rather than labels” (P3) we can help the pupil connect their identity and their voice. When looking towards the tools suggested by the FWF “I smiled [to] myself when I saw the Chris Johnson stuff and all of that. I was like, ah, yeah. Get that in there … I think it's really good that we're … wanting to put the ownership of their voice on them, rather than it coming from us … We are responsible for them, but giving them that freedom to be like, This is my voice. This is what it can do, and having them completely understand the sort of the limitations and, and the things that actually we can do more for it eventually, is really important” (P3). By using these tools, my aim with this pupil is to give them the power to describe their voice in a way that they understand and that empowers them, “I really like the idea of the descriptions of the voices because I think that gives ownership of what their voice sounds like, and also give students an ability to understand on a day when their voice is not doing what they wanted to do, that actually their voice is different from what it normally sounds like, or they've got a little bit of a cold that's remaining in their throat, or they ate a lot of dairy products that day” (P2). I hope that by giving them autonomy over their singing voice and helping them to find “the language to be able to express themselves” (P1) and as Hendricks et al. (2014) suggest, prepare them for lifelong enjoyment of singing and the potential to have a music career. 

[bookmark: _Toc176969772]Analysis
This feedback suggests that the interview participants all felt positively towards my FWF. The teachers all note that when working with a new pupil, their first step is to listen to the voice and work out what existing knowledge the pupil already has. This shows a thoughtful approach by the teacher to reassure and validate the pupil and asses their individual need. The teacher then discusses how, based upon what they hear from the pupil, they would begin to tailor their lesson plans to those needs, which highlights how the FWF is a helpful tool to encourage teachers to adapt their teaching methods where needed. By using the FWF alongside our knowledge, we can show empathy and empowerment towards pupils whilst still ensuring safe and effective pedagogy is taught. By focusing on basic skills, customising lessons and exercises where needed, building respectful relationships, and encouraging pupil autonomy, the teacher can demonstrate a well-rounded and thoughtful pedagogical approach towards the pupil aimed at long-term enjoyment in singing.
[bookmark: _Toc176969773]Pupil Experiences
I wish I could tell my teacher, “I really like your teaching style, and I feel like I've become like you're a friend to me now, in a way, like I've known you for ages” (FG2), “if I'd had just not done singing lessons, and I'd just be like, self taught, taught by my mom, like, it wouldn't be the same” (FG1). “It does help a lot to have a teacher who's nice all the time” (FG1) because “I feel like comfortable to, like, you know, go wrong. Like, I'm not trying to go wrong, but I know that there's not going to be any like shame if I do” (FG3). I feel like my teacher understands that sometimes my brain needs to approach singing differently. For example, I have “made up tons of different terms for different things in singing, we've got blobfish jaw, spider monkey jaw, all sorts” (FG2). This means that “It just feels like I'm more in control of, like, how I'm expressing myself and things like that” (FG2). Orton and Pitts (2018) suggest that yy motivating me with confidence, self-efficacy and self-autonomy, I engage in my lessons on a deeper level and have more enjoyment in them. “I feel like I'm in control of kind of what I want from my own singing journey. It's not someone else just deciding what my singing journey needs to look like” (FG2). The main skill I have learnt from the FWF is the ability to describe my voice and what I am feeling, “I think it means that I can probably communicate to you that maybe stuff that you didn't know” (FG3) and “I think sometimes the words I'm describing maybe could be a bit more like descriptive, so I can say like my voice feels like, because sometimes I can't really find the right words”. Amadi and Paul (2017) suggest that when I can communicate efficiently and effectively with my teacher, I make more progress in my lessons and achieve higher goals and targets, as well as more enjoyment. To build upon my existing skills and to explore my voice and identity, “I really want to cover some more things that would enable me to sing classically because I want to cover scales, I want to cover like practising my range, so that I have a choice to become a classical singer or a pop singer, even though I prefer pop right now, I might prefer classical in the future, and to build on that” (FG2). I do feel like the framework “really got me being able to feel where the tension actually was. I'd like to see more like, on things that can help you work with your technique, because I'm working on increasing my range, and I'd like to have particular exercises that, like I can follow that are going to actually work to increase my range” (FG2). Ultimately “I think I would like to probably explore the different things my voice can do, like, see what else I can do apart from, like, like, soft stuff” (FG3) and "Step outside of my comfort zone" (FG1).
[bookmark: _Toc176969774]Analysis
The focus group participants express their enjoyment of their singing lessons with specific emphasis on being “in control” (FG2) of their journey. Each participant also describes a connection with their voice, noting the physical sensations experienced when reflecting with their teacher.  Both the interview participants and focus group participants noted positive feelings towards the framework; however, the focus group participants noted more areas for improvement, such as more technique-based exercises. Increasing the number of weeks in the framework would allow further opportunities to develop singing and vocal techniques. Palkki (2021) stresses the importance of ensuring that safe and healthy vocal pedagogy is taught before working with technique. He further suggests that educators should aim to move away from the words can and can’t, which lead to pupils feeling either like a singer or not, and instead suggests that educators approach the voice holistically, building upon the relationship between the teacher and pupil whilst covertly implementing formal vocal training. 
[bookmark: _Toc176969775]Discussion
The findings from my study align with those of my literature review, revealing a significant gap in resources and tools that support and encourage safe singing practices, both in one-to-one lessons and classroom settings. The GRBASI Perceptual Scale (Sherwell, 2009) emerged as a valuable tool with interview and focus group participants. 
When reflecting on the framework's methods and their potential application to practice, participants noted the need for development with language and finding the “right words” (FG3) to help encourage connection between the voice and the body.
Tools like the GRBASI Perceptual Scale provided participants with a structured way to understand and articulate their vocal experiences. This facilitated better self-assessment and reflection, as evidenced by their feedback. Additionally, Chris Johnson's Vocal Assessment Methods (2020) were positively received by focus group participants, who noticed an enhanced connection between their voices and their bodies. Participants shared experiences such as being able to highlight the tension in their bodies but also how to express this to their teacher. Further feedback also suggested that pupils enjoyed being able to practice targeted exercises to work towards improvement in tension as well as building upon technical voice skills like extending and increasing their range. This indicates a growing awareness of the importance of bodily sensations in vocal technique.
The feedback suggests that students could articulate their sensations with increased confidence by encouraging a positive connection between the voice and the body. This is particularly evident when FG2 discusses becoming aware of tension by using Chris Johnson VAMs to bring awareness to that area of their body whilst singing. In this instance, I had previously observed that this pupil was struggling with tension, though they were unaware of it. By using VAMs, I was able to guide the student toward recognising this tension, allowing us to address and work on it together. This aligns with Sims' (2017) suggestion that effective vocal work must account for the unique characteristics of each individual and work towards tailored approaches, exercises, and repertoire for each individual. Furthermore, using non-gendered language reinforces Sauerland's (2022) argument that encouraging a dialogue between teacher and student—where students' self-descriptions are integrated with teachers' perceptual analysis—can create a safe environment. This approach encourages students to explore their identities more comfortably, echoing the views of Garrett and Spano (2017).
Comparing the experiences of focus group participants with those of interview participants reveals a clear correlation between developing a supportive student-teacher relationship and encouraging personal growth. This connection is evident in the Habits of Mind framework (appendix 1), where both teachers and students provide examples of persistence, striving for accuracy, finding humour, and remaining open to continuous learning. For example:
"My singing lessons just make it more fun, then I can dawdle to history as well" FG1
"Step outside of my comfort zone" FG1
Applying these habits through the FWF resulted in positive outcomes, supporting Sullivan and Urraro’s (2019) findings, which emphasise the importance of creating a safe environment where children can express themselves freely, free from assumptions. Additionally, when combining the foundational elements of the FWF proposed by Garrett and Palkki (2021), such as:
1. Rehearsal Pacing
2. Breath activation and awareness
3. Phonation and resonance building
4. Developing flexibility throughout vocal registers
5. Improving freedom of articulation
Empowered participants and provided them with greater control over their vocal journeys.
[bookmark: _Toc176969776]The current landscape for progression in one-to-one singing lessons
Although I had not initially anticipated this theme, including it in this paper is crucial because all interview participants highlighted the current landscape of singing lessons and how pupils progress, which indicated it was an important consideration for this research.
[bookmark: _Toc176969777]Teacher Experience
My usual approach to adolescent singing lessons would be determining what the pupil wishes to achieve; this can be personal development or working towards graded exams. If they chose grades, this “can be very difficult, especially if you're following syllabuses for exam singing, because the pieces that are assigned to them aren't always appropriate for their range. And obviously at that age, you know when you're talking about this kind of age, children finding something that they that they can identify with themselves and also that fits within their pitch range. No matter what they think their pitch range is, can be very difficult” (P2). Whilst there are ways to make the exam syllabus more inclusive, for example “you can transpose tracks. You can also mix gender in LAMDA [London Academy of Music and Dramatic Arts]” (P1), “you have to answer the knowledge questions in the gender that that character is within the piece. So for example, if you were playing, if you were singing Burn from Hamilton, you would have to answer those characters’ questions as a female, whether you were female or not yourself” (P1). Different singing genres, such as musical theatre and classical, have different goals and approaches, especially regarding adaptations to the repertoire for inclusivity. For instance, the Associated Board of the Royal Schools of Music (ABRSM) offers both Singing and Singing for Musical Theatre exams, reflecting these genre-specific differences. The Singing for Musical Theatre exams, whilst still fairly ridged in terms of repertoire, “there is definitely some leniency with like, just songs and things like that… you can pick from these three keys, which is better than it was” (P3). However, the Singing exams, a more classical-based exam, “You can use different editions” P3, but they “are not as lenient on things like the arias” (P3). Both ABRSM and Rock School exams are now non-gender-based, which means any gender can take a singing exam without having to label if they are a male or female singer; however, I now find that the repertoire is in “horrible keys for the male voices” (P3), and whilst this appears to be a positive development towards inclusivity, “realistically, I have no kid who could sing this” (P3). After speaking with fellow singing teachers, I noticed there seems to be a need for an exam that focuses on the sound of the voice, either high, low or middle, and then suggests repertoire appropriate for that voice. At the moment, “its all mid” P3, so the voices that do not fit become tricker to submit for an exam. This impacts a pupil's musical journey, and it can often be “what's stopping them from, from putting themselves forward, from being confident with what they've got. A lot of the time, it just comes down to, [that] they don't have a background in musicianship, they haven't ever been taught that, you know, and we come back to this thing about the lack of musicianship in schools now. It has had this big knock-on effect” (P1). We know pupils who do not feel like they fit into a space or cannot see themselves represented within a subject are less likely to participate (Cheryan et al. 2009), and exams potentially impact this.

[bookmark: _Toc176969778]Analysis
This theme was not originally intended for inclusion in this paper; however, after each interview participant highlighted issues with the current landscape, specifically with graded singing exams, I recognised the necessity of addressing it and analysing the findings. Whilst entering graded singing exams is not mandatory, Tse (2024) suggests they are used as a foundation for teaching rather than focusing on building skills and enjoyment; they encourage goal-based learning. My primary lesson objective is to encourage a genuine enjoyment of singing and a lifelong passion among my students. I have found that the pressure of exams can often demotivate pupils and discourage them from practice. Pintrich and Schunk (1995) argue that exams can motivate pupils due to learning, performance and motivation being interlinked; a negative experience can have the opposite effect and ultimately stop engagement. The role of music exams has been critiqued previously when Salaman (1994) questioned their purpose and if they were cosmetic or had a beneficial purpose, further stating that they fail to nurture some of the more holistic attributes of a musician. Tse (2024) suggests that graded exams are a driving force based on assessment, achievement and certification, creating a societal standard of achievement and certification-based learning. I have experienced this when stating I am a singer; the first question I receive is “What grade are you?” followed closely by “Can you sing me a song?”. This aligns with Tse's (2024) finding that there is an overemphasis on examinations but that teachers rely on them to provide structure and a framework for lessons. More specifically, within my personal experiences, it provides a clear achievement for parents, guardians, and pupils of perceived progress. All interview participants stated that there is a need for a framework aside from exams which could encourage new teachers as well as existing ones to explore singing away from exam syllabuses, with suggestions such as:

“I think I think there should be more freedom in certainly in the exams” (P1).

“So the only thing that anybody else has got anything to measure that against is exams” (P2).

These findings have encouraged me to consider this gap when developing my framework in the future. Teachers are highlighting a need for frameworks and lesson plans to support their practices. They feel that the exam curriculum and syllabus no longer allow pupils to explore their voices fully. 

[bookmark: _Toc176969779]Final Discussion and Conclusions
As noted in my literature review, in the UK, music education is no longer compulsory after age 14. After this point, 93% of pupils opt out of music in an educational setting (Bray, 2000). Research indicates that while listening to music is a significant aspect of adolescent identity (Saunders, 2009), most students who continue participating in music beyond mandatory requirements do so because of extracurricular activities, such as singing lessons or involvement in a music ensemble. Saunders (2009) suggests that this continuation is less influenced by their relationship with the classroom music teacher or the subject and is driven by experiences outside of the classroom and access to extracurricular activities and one-to-one lessons. When considering this against my literature review and research findings, which underscore a lack of guidance for peripatetic singing teachers and classroom teachers, a potential theme may help explain why many students disengage from music as they grow older. Welch (2000) suggests that it is "extremely rare" to encounter a truly unmusical child. However, with only 7% of children continuing music beyond the age of 14, this raises an important question: Why do so few students feel represented in the music classroom when they have the ability to take part and enjoy music in a non-educational setting? 
When referring to my original paper title:

Exploring Inclusivity through the Intersections of Gender, Language, and Identity: 
a framework for young people taking 1:1 singing lessons.

My deductive coding using the terms “gender,” “language,” and “identity” reveals that these terms are connected for both the pupil and the teacher and that neglecting one can impact the others. This aligns with my literature review findings and highlights the importance that the role of a music and singing teacher can have on a pupil (Palkki and Sauerland, 2018). The teacher and the pupil use empathetic and enthusiastic language towards each other, such as “positive” and “brilliant” (P1), emphasising the mutual enjoyment of the lessons; however, the teacher's doubt and questioning of ability suggests that imposter syndrome has the potential to impact ability. Research suggests that teachers in all stages of their careers are likely to experience imposter syndrome (Wilkinson, 2020), with females, specifically those in academics, most likely (Abdelaal, 2020). Given its consistent presence in my findings, I aim to research and develop strategies to build teacher confidence and mitigate imposter syndrome. These strategies would be incorporated into the framework, potentially making it a valuable tool for teachers and pupils to enhance their skills and address their needs. The undercurrent of self-doubt was apparent in my interviews, which led to the development of my next theme, to address the need for a framework or structure to help guide lessons, build confidence and ensure everyone is being taught safe and healthy pedagogy. This gap potentially leaves teachers working with only the exam and grade syllabus and the national curriculum as resources, which, as identified in my literature review, only cover very basic techniques and are often delivered by non-singing specialists. This means pupils are potentially not receiving regulated tuition, which impacts them in further education, such as when they enter University, which was highlighted by P1 when they discussed that they are seeing an increase in pupils entering higher education with gaps in their knowledge and feeling like “there's something missing” due to “the lack of musicianship in schools now”. These feelings were echoed by the experiences of my focus group participants where they had questioned techniques and information they had received in lessons with other teachers with statements such as “I think that there should be some sort of guidelines, because then you don't know what these people are learning.” FG2

After sharing my FWF with my interview participants, they were all able to explain some potential benefits. The key themes of pupil autonomy, how the FWF focused towards working with the sounds the pupils were making, and discussing the sensations they were feeling, were highlighted on various occasions, for example:

“I thought that the actual framework … would work well, just in as a general case of things like new students, and not just in terms of enabling you to understand the range.” P2

“It's great to give them control.” P1

“there's a need to have almost that little frameworks or things we can pull on and use as teachers.” P3 

These feelings are echoed by my focus group participants who have all experienced my FWF with statements such as:

“I feel like I’m in control of kind of what I want from my own singing journey. It's not someone else deciding what my singing journey needs to look like. I’m helping to build that.” FG2

“I think it means that I can probably communicate to you that maybe stuff that you didn't know.” FG3 

Whilst this feedback is positive, all participants of both the focus group and interviews had suggestions to improve the FWF or develop it. For the pupils, these included increasing their technical skills and ability by extending their range and exploring different genres and vocal styles, such as using a softer voice. 

These suggestions are tailored to each pupil and can be adjusted according to their specific needs and requirements once the basic pedagogy and skills have been established. However, they provide suggestions for further development to the FWF to cover increased technical aspects of singing lessons. 

The emerging theme of singing exams was surprising. The research suggests that exams have the potential to motivate students, but my results indicate that teachers do not feel that exams provide an inclusive repertoire and skills for all voices. My literature review suggests that singing teachers have the potential to be role models to pupils (Hendricks et al., 2014), and these findings have highlighted a gap in the literature regarding how to improve motivation for pupils by utilising the position of role model rather than exams. These findings, whilst insightful, do not provide conclusive answers to my search questions. They have opened the door to further developments for the FWF, which is my main goal moving forward from this MA. Throughout this process, I have attempted to incorporate Wareing’s (2017) Me, My, More, Must reflective cycle to ensure I could distance myself from my research. However, these findings highlight the importance that the role of the teacher has with pupils, which is often difficult to detach from. By using this reflective cycle to consider who I am and how my value may affect the data, I aimed to report my data findings based on values and facts to highlight participants' experiences. 
[bookmark: _Toc176969780]Conclusion and Recommendations
The findings I have presented may be influenced by confirmation bias. This is due to my prior association and familiarity with my participants and my choice to present my findings as a narrative story. Whilst I intended to not interpret the data in a way which favours my current beliefs (Peters, 2020), this paper can be viewed from this perspective given my passion and enthusiasm to provide a voice to those who may not usually be heard. Akin to Legg (2013), I hope that these findings will not be interpreted as the experience of all students engaged in singing lessons but rather as an account worth consideration. I hope that my choice to use a critical paradigm has allowed for the portrayal of the thoughts and emotions of participants to permeate through the data to the reader (Tenny et al., 2022), and has allowed for the power dynamics present to be considered (Boswell and Babchuk, 2023). I aimed to mitigate confirmation bias by using direct quotes from my participants. However, by creating a narrative retelling of events using my existing pupils, I might have been invertedly searching for information supporting my beliefs. This aligns with Peters’ (2020) description of confirmation bias, suggesting it may be present in my analysis. By combining focus groups and interviews, Michel (1999) suggests that the researcher can present the authentic experiences of young people in their social worlds and retell the data “how it is: telling it how it feels” (Michel, 1999. P1). By using this combination of methods and triangulating the data with my literature review, I was able to develop a comprehensive understanding of my qualitative data (Carter et al., 2014). If I or another researcher were to replicate this study, I would suggest including pupil participants who were taught by other teachers or who were new to lessons to broaden the scope of this research. Additionally, interviewing teachers not already known to the researcher could further diversify the findings. 

I will label the following reflections under the four subheadings suggested by Wareing (2017): Me, My, More, Must 

Me: My initial intentions for this project were too ambitious. As with all my previous assignments, I have felt a strong, overwhelming sensation of imposter syndrome. However, reading the positive comments from my pupils during our focus group has often acted as a catalyst to keep going. 

My: While I am pleased with the data I have presented, each stage of data collection has felt rushed, which has impacted the depth of my research. This highlights a potential gap between my initial aims of this project and the reality of execution. Easton et al. (2000) suggest that time constraints are a common pitfall in qualitative data collection. If I were to repeat this project, I would allow myself a longer time frame to collect and code my data to ensure more depth to my findings. I am grateful for the rich and lengthy transcripts from my interviews and focus group, which have provided valuable data; however, analysing and evaluating such large amounts of data presented significant challenges in such a short time frame.

More: Pupils and teachers have offered constructive critical opinions towards my teaching and FWF, which underscores the significant need to develop my framework further but also highlights the potential to add further meaningful improvements. Despite this critical feedback, they also provided me with the confidence that this is a valued topic and that by making connections and opening doors to conversations, we may be able to make changes for the better. 

Must: Reflecting on these experiences, there are areas where further research could be beneficial. The difficulties in data analysis suggest that further studies require increased robust data collection and evaluation as well as acknowledgement of how much research is realistic whilst running a business and a family. Despite these challenges, this experience has inspired me to pursue a PhD after completing my MA, which is something I would never have considered at the start of this process. 

Reflection upon my learning outcomes would suggest:
· I have deepened my knowledge in my chosen subject area
· Through the design of my framework, I was able to develop my skill set to include running a focus group 
· I am pleased with my ability to develop a way to present my qualitative data representing the participants' voices.
· I hope that once I adapt to my FWF using the data collected, I can offer it to fellow teachers in the hope it might encourage and empower their practice. 
· I have made an initial step towards answering my research question and acknowledge that this appears to be the start of a longer process that will allow further development. 

This project has pushed me to challenge my personal practice and capability more than I ever thought possible. If this paper helps to encourage and empower one individual, it will most certainly have been worth the time and effort dedicated to it. I look forward to continuing my research in this field, not only for myself but for future generations of singers. As FG2 importantly highlights, the joy of singing is fundamental for our emotional growth and empowerment, stating so simply in terminology I am sure singers worldwide can resonate with, “It’s how I feel feelings” (FG2).
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Component Description

G Grade Degree of hoarseness of the voice
R Roughness  Impression of irregularity of the vibration of the vocal
folds
B Breathiness  Degree to which air escaping from between the vocal
folds can be heard by the examiner
Asthenia Degree of weakness heard in the voice
s Strain Extent to which strain or hyperfunctional use of

phonation is heard
| Instability Changes in voice quality over time
Rating scale: 0, normal; 1, sIight; 2, moderate; 3, severe.
Source: Yamauchi, E.J., Imaizumi, S., Maruyama, H. & Haji, T. (2010). Perceptual evaluation
of pathological voice quality: A comparative analysis between the RASATI and GRBASI scales.
Logopedics Phoniatrics Vocology, 35, 121-128.





