Name: Sarah Summers
Student Number: 2117464
Date of completion: 19.04.2022
MODULE CODE: BMPF7003
TITLE: Application of Learning in the Workplace


























[bookmark: _Hlk101261264]
The application of male adolescent voice change theories to vocal warm-up methods.

Introduction
My objective in conducting this study is to look at what happens to the male voice during adolescence and what this means for the adolescent males with whom I am currently working.  I hope to devise a strategy to ensure that I am providing appropriate support for these adolescents as their voices change and develop.  I will be evaluating methods to use in vocal warm ups in order to determine which is best for the group that I am working with.  Through the teaching of warm ups, I wish to encourage both engagement and a healthy approach to singing.  Warm ups are going to be key in ensuring that I am teaching healthy vocal technique (Webb, 2007).  The use of appropriate pedagogy is also important in keeping adolescent males engaged in singing throughout the period of voice change (Freer, 2015).  

Challenges
I am currently working with six adolescents.  Adolescent males begin the process of change at different times and progress through the stages of voice change at different rates (Cooksey and Welch, 1998; Sataloff, 1999; Cooksey, 1977b).  Being able to cater for each adolescent within the same songs could present challenges, particularly as some have very little previous experience of music and singing and not all of them are able to pick up harmony parts (made more challenging by the small group size).
The small size of the group that I work with means that communication between myself, the group participants and their parents is maintained freely during and after each session.  This has been useful in determining additional factors that may not be noticeable in a larger group.
Due to the inexperience of some of the group, along with changes that they are not all yet comfortable with, there are some self-confidence issues within the group – LF’s mother stating that L has ‘lost confidence since voice broke’, H stated that he does not enjoy singing and is not very good at it and P states that he doesn’t enjoy singing because he hasn’t ‘done it’ but lists it as a skill that he is learning or improving during the group sessions.  The idea that singing is a skill which can be taught rather than a talent you either do or do not possess is discussed by Smith (2006) and backed up by Phillips (2014), who describes singing as a “learned behaviour” (p.51).  The issues around self-confidence and the possible link with voice change are discussed by Silvey (2014), who believes that these inhibitions can be alleviated with strategies such as the freedom to explore options and make attempts that may not be perfect.  This is something that I will explore further as I look at Improvisation as a warm up strategy.  

What happens to the male adolescent voice during puberty?
[bookmark: _Hlk98695965]During puberty in adolescent males, the vocal folds grow by 4 to 11 mm or by as much as 60% in length (Sataloff, 1999).  The thyroarytenoid muscle, which is located deep within the vocal fold tissue, also matures, resulting in an increase in the mass of the vocal folds and a richer vocal timbre (Brunssen, 2018).  The overall increase in vocal fold mass produces a lower pitch in the speaking voice and a lower comfortable singing range (Williams and Harrison, 2019, p 534), with the voice dropping by approximately one octave (Sataloff, 1999).  During the process of voice change, some male adolescents experience a loss of pitch range between their ‘head’ register, producing the higher notes of their range and their lower ‘chest’ register, which produces the lower notes accessible to them (Phillips, 2020; Willis and Kenny 2008).
The Cambiata Concept
The Cambiata Concept was developed by Cooper, 1950.  He believed that adolescent male voices go through stages of change and he wrote music which catered appropriately for these voices.  He had a system to classify voices into parts, including a ‘Cambiata’ part, which he wrote for those singing in a specific range, which did not match the range of those with unchanged voices or those singing in the range of a baritone.  This allowed many boys to continue to sing throughout puberty as Cooper was one of the first educators to advocate singing should continue to take place throughout the period of male adolescent voice change (Fisher, 2009).  Cooper (1950), believed that certain considerations be made when writing music for adolescent voices, such as slow-moving parts for baritones, using intervals of 4ths and 5ths with intervening scale passages, and melodic parts for the cambiata range.  He also believed that music should be polyphonic in nature to ensure the interest of all singers (Cooper, 1950). Singing this music ensures that voices are exercised over an appropriate range of notes, which is wider than typical harmony parts written (Stockton, 2015).  It could, however, be argued that the cambiata range is not reflective of every child and does not take account of the “phonational gap” that appears in some adolescents (Willis and Kenny, 2008).
Through Cooper’s student, Don Collins, Cambiata Press was subsequently born, making choral arrangements available which focus on the teaching of Cooper (Stockton, P, 2015). It is not always possible, however, to find existing arrangements that reflect the interests of different groups of adolescents.  Adolescents need access to songs are meaningful to them and their own lives, Cooksey and Welch (1998), which may mean an inability to source appropriate songs within existing Cambiata Press publications.  Cooksey (1978) notes that, although efforts have been made to include more contemporary material, some of the songs are “somewhat ‘dated’ “ (p.14).  Oxford University Press have released a series of contemporary songs, ‘Emerging Voices’, with the intention of following the principles of Cambiata (Ashley, 2019).  Although not in the preferred genre of the adolescents with whom I work, making this series unusable for me at this time, there are some songs in other popular genres (such as Sea Shanty’s), which my group may enjoy in the future as something a little different.

Cooksey’s stages of development for the changing male voice
Cooksey (1977a) argues that the Cambiata theory does raises certain questions which need to be examined further.  He suggested that we need to consider other areas, to include speech pathology, medicine, laryngology and acoustics.  He went on to develop a new approach, in which he identified 5 stages, where physiological and psychological factors are detailed alongside changes in both the speaking and singing voice. 
These stages are described as: “Stage I, Premutation”; “Stage II, Early Mutation”; “Stage III, IIIA, High Mutation” (with the majority being in III rather than IIIA); “Stage IV, Post Mutational Period” and “Stage V, Early Adult Stage” (Cooksey 1977b, p.12-14). 
The voice range for each stage is illustrated below:
RANGES AND TESSITURAS FOR THE CHANGING MALE VOICE*
[image: The Development of a Contemporary, Eclectic Theory For The Training And  Cultivation of The Junior High School Male Changing Voic]
*Bracketed notes — tessituras  
Cooksey (1977b), p.12.
In each stage illustrated above, the tessitura range is shown.  This identifies the range of notes which are produced with the least physical effort.
Each stage has both physiological and psychological factors to consider.  Cooksey (1977b) notes that in stage II, for example, boys may need encouragement to sing confidently, with many becoming uncertain singers and a danger of loss of interest.  Cooksey (1977b) also states that each adolescent “should be fully informed about the physiological aspects of mutation” (Cooksey 1977b, p.14).  This is also advocated by Phillips (1988) and Freer (2007).
Williams and Harrison, (2019) advocate the use of Cooksey’s stages of voice change (1977b) and state that consistently singing higher than a comfortable range can put the larynx under unnecessary demands which can lead to short-term vocal collapse.  They also state that continually singing in falsetto may encourage compensatory behaviours, such as pharyngeal constriction and a less effective closure of the vocal folds (Wiliams and Harrison, 2019).  
In further support of ensuring that adolescents sing in a comfortable range, Swanson (1961), discusses the waning of enthusiasm that occurs when adolescents are required to sing parts that are uncomfortable.  
Whilst there are clear advantages of following the pre-determined vocal ranges identified by Cooksey (1977b), it can also be argued that the ranges given can be limiting.  Allowing adolescent males to continue to use the higher pitches they are able to access, as long as they are not doing so consistently, may be beneficial.  With careful monitoring, this may allow singers to access a wider range in the future (Kennedy, 2004), which could be useful for singing in different genres (Williams, 2019).
Freer (2009) further argues that, by using limited ranges for adolescents to sing in, we would be focusing on what they can’t physically do, rather than taking advantage of what they are able to do.  
Swanson (1961) also argues for allowing for the occasional use of higher tones in order to allow the voice to grow normally:
“The boy alto should sing up into his head tones occasionally, lest his voice become dull, husky and heavy. The developing tenor should sing through his whole range if his voice is to grow normally” (Swanson, F, 1961, p66). 
Furthermore, Willis and Kenny (2008) argue that adolescents who loose part of their range during mutation are not catered for within the ranges that Cooksey (1977b) recommends for this period of change.  For adolescents who experience this loss of range, Phillips (2020) puts forward the case for ensuring the continued development of both ‘head’ and ‘chest’ registers.  He states that, whilst voice cracking between the two registers is to be expected, particularly in adolescents whose voices change quickly, it is possible for adolescents to learn to shift easily between registers if both registers are both well supported and firmly established.  He further suggests that all voices should be exercised in both lower and upper registers, with a focus on exercising the voice top down in order to help close the gap (Phillips, 2020).  The use of descending vocal exercises is also advocated by Dilworth (2012), who further suggests that this be done whilst using a light tone through the area of transition.
On balance it would appear that, whilst the structure of Cooksey’s (1977b) stage’s would give a healthy starting point and basis for each adolescent’s singing development, allowing for individuals to explore their entire voice range would encourage greater vocal flexibility long term.  Although not every adolescent experiences a break in phonation between ‘head’ and ‘chest’ register, it would seem prudent to include descending exercises in a warm-up strategy to ensure that both registers are being used.
Improvisation/vocal jamming 
Reading the work of Freer (2009) has given me an interest in the use of improvisation during warm ups, which would allow the group I work with to explore any pitches that they feel comfortable to use.
The use of improvisation enables singers to make their own music without the constraints of a specific range or printed vocal line (Freer, 2010), which allows the freedom to explore the entirety of the pitch range available to each individual singer.  There is, however, a danger that individuals’ may not take advantage of this freedom, particularly in the first instances of exploring improvisation, where they may not have the confidence to step out of a small pitch range.  Freer notes that whilst not pre-determining the pitches to be explored, the instructions given to the students will be important to ensure a full warm-up has been undertaken (Freer, 2009).  
A benefit of improvisation is that it would allow for autonomy in learning (Hirschorn, 2011). Studies show that allowing autonomy in the learning of early adolescents induce more committed task engagement (Vansteenkiste et al, 2005).  In interviews completed by Freer (2015), results reflected this need for autonomy in learning as well as the additional suggestion that some boys might like to be unique with their voices.  
When improvising, there is less room for error, as there is no specified way of organising the sounds or rhythms produced.  This gives each adolescent a greater chance of success and is likely to lead to a positive attitude (Duke and Henninger, 1998) which should be advantageous in terms of continuing engagement.
For those in my group who are not experienced singers, particularly within the context of early mutation (Cooksey, 1977b), there may be some reluctance initially (Fredrickson, 1994).
Silvey (2014) has a suggested strategy to try:
“Choral music educators might begin warm-ups by using an audio system to broadcast a recording of an instrumental work loudly enough that students can  vocalize and improvise along without feeling exposed or heard. There are no right or wrong responses to this exercise and therefore students may feel freer to experiment with their voices. Making sound exploration activities a regular part of vocal warm-ups can set this tone of openness”  Silvey, 2014, p. 56
Farrell (2016) also offers some practical ideas to approach improvisation in a way which might appear to be non-threatening.  Some of the activities that are suggested within the article ‘In Search of a New Tradition Improvisation in Choral Settings‘ (Farrell, 2016) are described below:
Visual Vocal Glides is where the singer uses visual movements, drawing shapes in the air, to guide the voice up and down.
Circle Singing is a strategy where ostinati patterns are used as a basis for singers to improvise their own patterns or solo lines.
All of these strategies are appealing for me to use within my own teaching strategy. ‘Visual vocal glides’ is a strategy that I have already used and so the group are familiar with this.  The extension of asking singers to make their own patterns is a way that will give singers some autonomy and so worthy of exploration.
Circle singing is a strategy that contains an element of pre-determination and so can be tailored to both level of difficulty and voice range.  Pop-based rhythms and harmonies can be used for the ostinati, which makes it appealing to many students (Farrell, 2016).  I believe that these elements will make this strategy an ideal part of my warm-up sessions with the particular group of adolescents with whom I work.  The use of a recorded track is a strategy which I can apply to circle singing to give additional security to those feeling a little inhibited (Silvey, 2014).
Whilst there are benefits of allowing the freedom for individuals to explore their complete range, it is important to remain conscious of the dangers of consistently singing in the falsetto register.  Therefore, monitoring such activities is key to ensuring the vocal health of all singers.  This can be done through watching and listening to ensure that no voice is being strained whilst singing (Dilworth, 2012). 
It must also be remembered that, whilst improvisation is a useful tool for allowing autonomy in learning (Hirschorn, 2011), it is also useful to provide warm-ups that focus directly on the challenges in the repertoire being studied.  For this reason, Freer recommends devising warm-ups that take material directly from the repertoire being practiced (Freer, 2009).



Warm-up strategy for use with my group of adolescent males

In designing my own teaching strategy, I have taken into consideration the stages of vocal change, as developed by Cooksey (1977b), to ensure a safe starting point for my singers.  I have also looked at the strategies that Farrell (2016) suggests to introduce improvisation to my singers.
1. Visual Vocal Glides (Farrell, 2016):	In pairs, or individually if preferred, singers may use their finger to draw a shape in the air.  This guides the voice to move up and down on any vowel chosen by the singer.  This can be repeated as many times as required to change the vowel or sound made by the singer.  
Advantages:
This has the advantage of allowing the boys to explore the full range that is accessible to them and has the additional benefit of giving the boys autonomy in their warm-up routine (Freer, 2010)
Disadvantages:
However, it may need careful instruction to ensure that both upper and lower registers are fully explored (Freer, 2009).
2. Descending pattern taken from current repertoire (see appenidix 1):  In order to ensure familiarity of melodic phrases that appear in current repertoire and relevance to the rehearsal of specific songs, I have designed a warm-up exercise which is based on the stages identified by Cooksey (1977b).  
Advantages:
This has the advantage of being comfortable for each of the boys to sing.  The other advantage is that the descending patterns should help to address any phonation gap between registers (Phillips, 2020).
Disadvantages:
This vocalise may not cover the entire range of every adolescent in the group.  It may also stretch some adolescents – participants would need monitoring to ensure that they are singing the appropriate parts and that they are not straining to reach notes not easily accessible to them.
3. Circle singing (Farrell, 2016):  I have designed ostinati patterns that fit within the stages identified by Cooksey (1977b) (see appendix 2).  This activity may be difficult to start with and I will model improvisation above the ostinati patterns initially.  I will also create a backing track that the boys can sing along with so that they are able to improvise without fear of feeling exposed (Silvey, 2014), which would hopefully help them to develop in confidence.
Advantages:
This activity gives participants autonomy to choose parts and it encourages creativity and development of improvisation skills.
Participants are able to use a pre-written part until they gain the confidence to improvise.
Participants can choose their own pitches and sing a within a range that is comfortable to them.
Disadvantages:
Participants may need encouragement and reminders to try pitches that exercise the whole range available to them.

PART 2 - Reflective practice on ‘The application of male adolescent voice change theories to vocal warm-up methods’.
I chose the topic of adolescent male voices because I enjoy working with a small group of male adolescents and they appear to be enjoying the experience.  I realise that there are gaps in my knowledge which need addressing so that I can continue to develop the boys voices in a safe and healthy way.
Before undertaking this course, my reflection would take two forms, which can be summed up by the model of Schon (1983) as “reflection-in-action” and “reflection-on-action”.  The first would rely on the use of existing knowledge to resolve unexpected challenges and the second may involve some research to build on existing knowledge and cement ideas.  Thompson and Pascal (2012) suggest that there is also a need for “reflection-for-action”, which refers to the  “process of planning, thinking ahead about what is to come, so that we can draw on our experience (and the professional knowledge base implicit within it)” Thompson and Pascal, 2012, p.317.
I like the idea of continually reflecting to move forward but feel the need for structure within “reflection-for-action”.  In order to organise my thoughts around the new knowledge I have gained, I like the language of Driscoll’s reflective model.  I like the directness of the approach and I feel that using the headings of ‘what’, ‘so what’ and ‘now what’ will give me a clear direction for application of new knowledge  I am also interested in the views of others involved in my practice and want to ensure that I involve their voices in my planning for what I need to learn and what new knowledge to apply.  Working with adolescent males, who we know like to have autonomy over their own learning (Freer, 2007), makes this an important element for me.  For this reason, I have also looked at the reflective model developed by Brookfield (1995) and how I can best include the perspective of my students, bring in my own experience and the theoretical literature that I have explored to ensure that I am moving forward in a theoretically sound way that suits my students and both compliments and expands my current knowledge.

What?
My experience is as a classically trained musician with skills in teaching children music, as well as playing and teaching children and adults the piano.  I enjoyed singing in a community choir and started singing lessons because I could physically feel signs to suggest that I wasn’t always singing in a healthy way.  I then started leading adult choirs, but have always felt a strong sense of responsibility for the vocal health of choir members.  This has led me to study Vocal Health, gaining Vocal Health First Aid status and passing the first module of the Vocal Health Habilitation Practitioner course.  I am aware that I have singing lessons with a teacher who has a bias for classical methods, which has given me a good basis on which to build.  I would, in the future, like to explore methods used in Contemporary Commercial Music, although this outside the remit of this assignment.  
As a choir leader, I have noticed that there are very few male singers who engage in community choirs.  My work with adolescent boys has led me to believe that there is a reluctance to sing.  This feeling is supported by the work of Cooksey (1977b) where he notes a danger of loss of interest at the stage of early mutation.
I started a music group to keep adolescent males engaged in music and, ultimately singing, whilst experiencing vocal change.  I am hoping that this will feed into adult choirs, where I have found it very difficult to attract male singers.  I am using rock songs as a genre because I feel that this is a way to engage boys who are not already attending singing lessons, either individually or in groups, outside of school.  I am also supplying piano keyboards, and teaching chord sequences, for those who wish to engage with music but are not coming into the group as keen singers.  All but one of the keyboard players has now migrated to singing.  
Song choice is something that I ensure involves the participants in the group.  Should one of the adolescents request a particular song, I have been able to source and arrange into an appropriate key for the group.  We often discuss repertoire choice before working on a new song.  This is important to me because I know that autonomy is motivating for male adolescents (Freer 2010).

So what?
I have a group of six adolescent males who are engaged in a weekly group session. Some are more engaged in singing whilst others are enjoying the process of making music with others, but prefer to use a keyboard or guitar to join in with.  I want to find strategies to encourage the reluctant singers to join those who are singing happily and I want to ensure that those with unchanged voices continue to sing as their voices change.
The group of male adolescents with whom I currently work is small and it has, therefore, been possible to identify a comfortable range for them to sing within, albeit by experimentation with key changing and added harmony notes where applicable.  Although I had an awareness of the stages of development, as described by Cooksey (1977b), in terms of vocal range, my knowledge was limited and certainly did not include the physiological and psychological aspects that are detailed by Cooksey (1977b).  The knowledge that I have gained, through exploration of the Cambiata concept (Cooper, 1950) as well as the stages devised by Cooksey (1977b) has given me a basis from which I know I can safely explore further.
The reading that I have done around what happens to the boys changing voices, from a physiological perspective (Cooksey, 1977b; Sataloff, 1999;  Brunssen, 2018), has given me the confidence to discuss what is happening to the boys voices with them.  Since I have started putting this into practice, I have observed one of the adolescents in the group cautiously moving from keyboard playing into singing.  Although singing quietly at the outer edges, he is very definite about wanting to sing in the group.
The idea of using improvisation in warm-ups has particularly interested me, although I was particularly unsure about where to start with a group of relatively inexperienced musicians.  The ideas that I have gained from Farrell (2016) and Silvey (2014) have given me a way to bring this useful skill to the group I work with.  

Now what?
Regularly monitor the voices of the boys in the group I am working with, to ensure that I continue to provide appropriate repertoire, taking the vocal stages of Cooksey (1977b) into consideration.
Build on the confidence of the boys in the group to enable them to develop their voices by using improvisation strategies during warm-ups.
Personal Development Plan
	Why am I doing this course?
	I want to invest time into studying the pedagogy behind the work I do with singers.
I am aware that my experience is limited and so would like to increase my knowledge so that I can then apply any new knowledge to the work I do with singers.
I want to understand the way that the voice works so that I can ensure the work I do with singers is vocally healthy and of benefit to them.

	How I want to benefit from taking this course.
	I want to ensure that I am as good at my job as I can be – both for my own professional standing as a choir leader and for the singers that I interact with on a weekly basis.
I see the benefits being mostly to my singers.  I will know that I am giving them advice that is scientifically grounded.
I like that I am able to really focus on what matters to me and the singers that I am working with and I am already gaining knowledge which ensures that the advice I’m giving is good advice.

	
	

	Develop my knowledge of Contemporary Commercial Music and ensure that my teaching strategy takes into consideration any factors that arise.
	Action:
Conduct my own analysis of models used to teach Contemporary Commercial Music and devise appropriate strategies for use in my teaching.
Deadline:
To be completed for the 30 credit WBL project.

	Develop knowledge about voice registrations and how to help with the safe use of the falsetto range, so that this can safely be built into warm-up exercises in a more structured way.
	Action:
Continue to read and develop knowledge and build new knowledge into my teaching strategy.
Deadline:
To be completed for the start of the new academic year, beginning of September 2022.

	Continue to build current repertoire challenges into warm-up exercises, ensuring that I am taking into consideration the views of the boys I am working with, to ensure that that I am working on what they need and want to develop.
	Action:
As new repertoire is chosen, compose new warm-up exercises, following the strategies listed in this assignment.
Deadline:
This is on-going, with new warm-up material to be completed for any new repertoire introduced, which is usually at the start of every new term.
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We Will Rock You Warm-Up
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Improvisation based on We Will Rock You
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