BMPF 7003: Working and Learning: An Introduction to Work-Based Higher Education
This is a two-part assignment
	Part 1 Critically evaluate a range of theories and models that you have recently studied, explaining their relevance to your workplace practice and procedures and develop a strategy applying what you have learned to improve your practice.

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


Adolescent Girls: The impact of singing during voice mutation for girls in group singing and the teaching studio
The objective for conducting this essay is to look into the impact of singing during voice mutation for girls with a view to applying any in-depth knowledge acquired directly to my practice. I am a private practitioner and I also work part-time for a stage-school who teach from the ages of 4 to 16. The essay will explore pedagogical models and examine the literature/emerging research around the female adolescent voice. 

Three key areas will be covered:

1)  Physiological and hormonal changes to the female voice during puberty
2)  Psychological issues with the adolescent female singer 
3)  How best to support and teach female singers through this phase. Specifically, how to approach the issues associated with voice change and how to encourage them to keep singing in a safe way with vocal technique.

The rationale for choosing this research topic on the female adolescent singer’s voice was due to the lack of research in this area. Gackle (2014) stated that there has been a significant amount of research conducted looking at the development of the adolescent male singing voice; however, there has been very little research devoted to the adolescent female singer’s voice.  This essay aims to critically evaluate the current research exploring the topic of female adolescent singers. 

1)  Physiological and hormonal changes to the female voice during puberty

Puberty is the phase of growth where a child develops to become sexually mature and they are physiologically ready for reproducing (White & White, 2001). It typically occurs between the ages 8-14 in females and 10-16 in males (NHS, 2018). Oestrogen is fundamental in the growth of breasts in young girls’ in puberty (known as thelarche), fat distribution in the hips, legs and breast, and the development of reproductive organs. The production of progesterone makes the fundamental frequency lower in the voice (Joseph 1965; Tanne 1972). Progesterone and oestrogen prepare the uterus for menstruation or ‘menses’ (the discharge of blood and mucosal tissues from the lining of the uterus). It is important for singing teachers to have a deeper understanding of how the physiology of a girl’s voice changes during puberty in order for them to support them through this phase. 

Gackle (2014) describes how the hormonal changes, particularly the production of oestrogen & progesterone, in females during puberty change the vocal anatomy of female singers. The vocal folds will grow by 3-4mm and the laryngeal structure will grow by 24.03% (Thurman & Klizbe 2000). The female vocal tract lengthens which creates a richness in tone. The female speaking voice changes by around a semitone per year (Hollien 1978); this is a slower rate of change than boys. According to Williams (2012) the female larynx is not as striking as it grows more in height than width during this phase. Gackle (2014) also notes that females have a lengthening and thickening of the vocal folds, females develop a greater vital breath capacity as well as an increased size and space of the vocal tract. Gackle (2014) describes the female voice change as having more of a different shade of the same colour rather than a complete vocal change. For example, a boy’s voice may go from blue to yellow; whereas a girl’s voice may go from light blue to azure blue. This causes an implication for practitioners due to the male voice change being more dramatic than the girls voice change as it could go unnoticed as characteristics of voice change.

According to Williams (2019), female voices are affected by the onset of menses. In the first few days the vocal folds become slightly swollen which results in instabilities of pitch and voice quality. From the onset of menses, it can take several months for this to stabilise. During which time girls can expect to experience some vocal suffering such as pitching instabilities, huskiness and breathiness. Sometimes this discomfort can lead to taking the contraceptive pill as research suggests the use of a low-dosage pill can reduce these symptoms in the voice (La, 2005). While primary source research is limited in this field of study, Jenevora Williams is a highly regarded academic author in her field, and while Teaching Singing to Children and Young Adults is not academic, it does cover exercises dealing with these aspects of the adolescent female voice. 

Yarnell (2006) describes five stages of characteristics for the female voice during puberty from ages 11 to 18. Yarnell identified physical changes in young voices by monitoring speaking pitch and noting breath quality of sound. Stages one to two are made up of characteristics such as good breathing and good resonance, however at the end of the second stage some females may present with a breathy quality. The third stage, 13-14 years, present symptoms of change in tone cause by changes in the structure, length and the way the vocal folds vibrate; this is also known as the glottal chink. This stage tends to be the hardest to teach as it involves psychological implications of puberty and it can be hard to maintain interest and enthusiasm. This is an area that seems to lack research. Whilst teaching a 13 year old female student Yarnell (2006) found that she was breathy, had low self-esteem, poor posture, lazy speech and made remarks of having a cold or a sore throat or not being well.  The fourth stage, ages 14-15, develops more vocal colours. There is a degree of control over the voice with breath strength developing. Girls grow in confidence as they start to own their voice with an ability of control. This is a sign of maturation. During the fifth stage, ages 16-18, colours emerge in the female voice. Yarnell (2006) warns that vocal changes continue into mid-20s and teachers should be careful not to focus on voice classifications. Other factors that may contribute to voice quality during this fifth stage could be medication, asthma, menstruation, muscle fatigue, opinions or expectations of peers or parents, music theatre overloading young voices and clubbing. There is research to suggest that other changes such as breathing patterns, brain development, skeletal growth and aural awareness suggests many factors for vocal development.

The breathiness of tone which is common during the female voice change is known as the glottal chink (this can also be referred to as a “mutational triangle”). Gackle (2014) explains that a weakness in the inter-arytenoid muscles causes an incomplete closure of the posterior part of the glottis. This has been described as an audible “rustling of wild air” through the chink (Seph and Guthrue 1935; Weiss 1950; Vennard 1967). Williams (2019) believes this breathiness can be eliminated or reduced with technical exercises which will be discussed later in this assignment. 

Yarnell (2006) describes a 17 year old female student she teaches who is also breathy and has low esteem. This student is enthusiastic for what she likes, has stiff posture and although the student says she practises this is not apparent in the lesson. This student also complains of a cold. This also resonates with my practise. Particularly a 16 year old female singer I teach who seems very enthusiastic and says she practises, but again, this is not apparent in the lessons. This poses implications for practitioners who do not have the relevant knowledge around this area. It would be easy for a practitioner to assume that these students are not engaged with lessons whereas it could be a bi-product of going through the female voice change.

According to McRoy (2011) there is a perception that during adolescent maturation the vocal instrument is immature and fragile. This has historically led choral directors to teach basic musicianship instead of teaching singing through mutation. In the 19th century there was a belief that all formal training should cease until after puberty has ended (Garcia, 1984). Because of this, most exposure to singing was through the choral director who therefore was responsible for all vocal training. Because the majority of research has been conducted on the male adolescent voice, therefore there is a deeper understanding on the best way to support the male changing voice. However, “Over the past 20 years, the research literature has expanded to recognise the change in the female voice as well” (Welch, 2000). Although the female change is more subtle than the male voice change, which may explain the lack of research, the female voice change takes longer than the male. This means that vocal difficulties are uncharacterised and possibly attribute to incorrect assumptions of female voices having a lack of talent or inability or insufficient practise (Welch, 2000). McRoy (2011) stipulates that because the research on the adolescent voice is in its infancy, we do not yet know the long term reactions on adolescent voices with formal training, 

In summary, the female adolescent singer can experience significant physiological and hormonal changes which can impact on their singing. The age range 13-14 is the most difficult phase to teach. Singing teachers teaching this age should be aware of these changes.

2)  Psychological issues with the adolescent female singer 

The onset of puberty can lead to the development of psychological issues in female adolescent female singers (Gackle, 2014; Willis & Kenny, 2011). One psychological issue concerns the singer’s self-concept; for example this is when an adolescent singer may wish to sound like a professional. This can lead to voice classification problems because the voice is not fully matured until a singer is in their mid 20s (Harris, 1987). Removing stigma around this is important. Adolescent girls tend to be more confident singing low and have already labelled themselves into a voice part. Gackle (2014) also describes how selection of repertoire, connecting to songs and vocal technique are all important aspects of supporting the female adolescent. 

Yarnell (2006) describes how students engage with the meaning of a song. Self-esteem and self-image has a crucial influence on posture which directly affects breath capacity and quality. Aspects of the inner world of a singer impinges on vocal sound.  In my own practise, I find this applies generally to 13-14 year olds. Yarnell (2006) depicts that this is when the voice feels unpredictable or there could be a loss of range. As a teacher, I should be aware of anatomical changes and physiological implications on self-image and confidence. Engaging with a song inspires adolescent female singers through music they understand, music they can express and identify with even if the sound is not truly an image of their inner self. There are limited studies around this topic.

McRoy (2011) conducted a study to investigate the perceptions of adolescent female singers around methods of voice training through group voice classes following a constructive principle method. McRoy found that singing through this phase for females can elicit a heightened fear of judgement, an inevitable sense of comparison and a pressure to conform. Female singers presented a deep fear of singing in front of the class, which could stem from negative judgement from peers. The singers were profoundly relieved when they knew they would not have to sing individually. There was also a fear of singing in the high register. McRoy warns against classifying a voice too soon as this can be potentially vocally abusive (Harris, 1987). A limitation of McRoys study was that she did not examine efficiency of teaching technique used in sample lessons, or any quality of voice development during the process. It was simply from the point of view of the students.

In summary the onset of puberty creates psychological effects on the voice. Self-esteem and self-concept are crucial during this development. The female singer develops emotional and musical maturity through adolescence.

3) How best to support/teach the singer through this phase?

Through perusing this area of research, it is vital for a singing teacher to be aware of the anatomical changes and psychological issues around female adolescence.  Specifically, how to approach the issues associated with voice change and how to encourage students to keep singing in a safe way with vocal technique. 

Yarnell (2006) provides advice around teaching the female adolescent singer emphasising that vocal changes continue into mid 20’s and therefore it is too early to classify voice types. There can be a weakness in diction and phrasing which can indicate a possible lack of imagination or emotional connection to a song. Teachers should guide singers in developing in tonal colours and timbres, which according to Yarnell (2006) is an overlooked area in teaching as it is vital that young singers hear their voices. Yarnell (2006) suggests using high quality recording equipment as an occasional teaching tool to help students hear the way they sing. Implications for teachers include understanding adolescent voice changes, make singing exercises meaningful and using music that inspires, such as a contemporary ballad. 

Adolescent female singers can have a heightened fear of judgment and can often disengage (McRoy, 2011). Therefore, linking repertoire and meaning to concepts of vocal technique may help female adolescent singers to develop a unique sound. Students can show a desire to sing, however display sudden shyness or embarrassment when prompted to sing. They were sometimes inaudible yet expressed a wish to sing or improve their quality of voice. Monks (2003) suggests that the connection between self-image and the voice is strong which prohibits willingness to experiment. McRoy (2011) encourages singing in a style they know and to create a relaxed environment for singing. Teachers’ goals should be to teach music literacy, technique, breath and expanding vocal range. Findings show that students in group settings prefer informal seating as opposed to rows. They enjoyed tongue-twisters, harmony and rhythmically complex patterns. Teachers’ should try to focus on strengths not weaknesses. They should also approach with a lesson in mind but be prepared with an open dialogue between students and teacher (Freer 2006).

Gackle (2014) advises having a basic understanding of the maturation process of the female adolescent voice to guide its development and proper song choices whilst also understanding the limitations, unique qualities and potentials of the adolescent voice. She also advices to accurately assess vocal musical abilities of adolescents, to strategies developing a healthy vocal process while finding the ability to self-express. A teacher must find repertoire that facilitates rather than impedes vocal skills and they must also recognise differences between efficient, healthy and developmentally appropriate adolescent tone production. They should be able to recognise a young voice under undue distress. Understanding the child voice, mutational process and developing healthy voice habits in young singers is fundamental to teaching this phase.

According to Thurman et al (2000) the Soprano Alto Tenor Bass (SATB) choir format can still place psychomotor issues on young people who can rarely sing the entire phrase comfortably. Harris (1987) warns against darkening singers’ timbre to imitate an alto voice. Instead, Harris advises to focus on daily exercise on the upper register. Buchanana and Mehaffey (2005) suggest that repertoire should develop the performer. Great care should be taken in choosing repertoire that addresses all of the psychological and physiological needs of the singer. Gackle (2014) recommends unison singing focussing on tone development in line phrasing and dynamic control, whereas Bowers (2006) stipulates that having an ability to sing in harmony independently is crucial if the adolescent singer is to find repetoire challenging and fulfilling. As the female changing voice is an emerging area of research there is limited literature. Therefore, primary and secondary resources have been used to support this study.

Since conducting this study my knowledge around the changing voice has strengthened. I have applied what I have learnt into my practise by doing the following:

· I created a leaflet with information around the female adolescent voice changes for my students who were displaying the characteristics of female voice change (see appendix 1). My rationale for creating this leaflet was to reduce anxieties around their changing voice by assuring them that this was a normal phase.
· I have developed my practise and rehearsal strategies by making all lessons student centred.
· I kept a learning journal throughout this process. I made regular notes and observed any changes. This varied from week-to-week depending which phase of voice change they were in (following Yarnell’s 5 stages of change for the female singer). I also assumed any voice changes could be in line with their menses. It struck me that girls’ voices would change depending on their emotional state. 
· When I hear voice change in a lesson I apply Williams (2019) suggestions of singing more gently in a lower range, working on deconstruction and quiet singing in lower pitches. We explore upper pitches with clear and energised sounds. 
· I have reflected on choosing the right repertoire and being led by the student as opposed to choosing repertoire I am more familiar with.
· I do not encourage voice classification with my female adolescent singers. I inform them that they should not have a voice classification until their mid-20s.

My objective in undertaking this research was to understand the impact of singing during voice mutation for girls in order to implement more informed strategies in my teaching. What I discovered is that:

· There are recurring themes from the pedagogical models which predominantly suggest discouraging voice classification and that the main characteristic of female voice change is a breathy tone. 
· The area of female adolescent voice change is an emerging area of research.
· Realities of voice change in adolescent female include physiological as well as psychological implications.
· There is much less research than for boys voice change.
· Potential vocal problems include breathiness and loss of range.
· The psychological impact on the singer includes lack of confidence and anxieties around peer judgement.
· To support the female changing voice I must constantly observe their voice around this phase and ensure appropriate technique is followed for that student.
· This study closed gaps in my knowledge around female voice change. It has revealed that there are areas I need to explore further such as what schools are doing to support female adolescent singers and whether other teachers are aware of these changes.


	Part 2: A Reflective Review Comprising of Two Parts:
a) Reflect on your recent learning experience, and the value of learning you acquired. Assess your current competencies and identify future development needs in the context of the work situation.
b) Devise a detailed personal development plan which incorporates development objectives, activities to be undertaken, methods, resources, review periods and timescales.

	This part of the assignment is 1,800 words and is 40%




A) Reflect on your recent learning experience, and the value of learning you acquired. Assess your current competencies and identify future development needs in the context of the work situation.

During this independent study I looked into the impact of singing during the female voice change during adolescence.

Whilst studying I was attracted to different models of reflection. The five-step system outlined in Dewey’s (1933) work was useful. The simple method was a practical way for me to begin my reflection journey. Dewey outlines taking a problem, observing it, developing a hypothesis, applying a technique and continuing to test the hypothesis. According to Dewey this is a never-ending cycle. In my practise I noticed that my female teenage singers developed a breathy tone around the time of adolescence. I observed this problem. I then attempted to find a solution through researching literature. I began to apply this technique by following Williams’ (2019) suggestions of singing gently in a lower range whilst working on deconstruction and exploring upper pitches with energised sounds. I will continue to test this hypothesis.

I was also attracted to Kolb’s (1984) cyclical process of reflection. This cyclical process consists of active experimentation (I wondered why most of the teenage girls I teach had a sudden loss of confidence); concrete experience (I observed them and noticed that this was impacting on the way they were singing and I wanted to help them); reflection observation (I begun to find strategies which included created a pamphlet to keep them informed on what happens during this phase and what you can expect); and abstract conceptualisation (which I achieved by reading literature around the psychological issues of female adolescence. I engaged with abstract conceptualisation by watching a training video around female voice change and how best to support them). 

Schon (1983) was useful in terms of reflection. Schon talks about ‘theories in use’ and ‘on spot experimentations’ (Schon, 1987. p25). As a teacher I am problem-solving every day which is engaging in theories of use. Schon describes how the muddles, uncertainties and anxieties around my practise are how I am actively putting theory into use. Schon’s method of double loop learning led me to reflect further past the literature I was reading and question potential future research. Is there enough knowledge on the subject of female voice change in school settings? Are teachers aware of the changes girls can experience in adolescence? Some of my teenage girls have been taught singing in the past and have experienced breathiness/loss of range and have been led to believe something was wrong with their voice. This is why I created the leaflet which covered the basics of female voice change to help keep them informed (see Appendix 1).

During the process of this independent study, I kept a learning journal as a ‘reflection on action’ (Ghaye, 1998). This helped me to question habits, values and assumptions. Making lesson notes at the end of a lesson would help identify issues and potential strategies. 

I will use Dewey’s (1933) five-step system to structure my analysis.

Dewey’s first step is concrete experience. Whilst considering what I have studied, I have identified that the subject of female voice change is an emerging area of research and therefore there is not a substantial amount of evidence in how to support this area as a practitioner. Before undertaking this study I held assumptions that girls did not undertake any notable voice changes during adolescence and only males experienced drastic voice change during this phase. I found it interesting that my teenage female singers seemed to develop a breathy tone and sudden lack of confidence, however, I did not know that this was possibly due to physiological or psychological changes in reaction to puberty (Joseph, 1965; Tanne 1972). 

The second step involves reflective observations. During this assignment I wanted to find out how to best support my teenage female singers. I wanted to keep them engaged in singing lessons whilst also understanding what was happening to their voices. I observed my students develop a breathy tone and a sudden loss of confidence around adolescence. I was interested to find out why there was more literature on the boy's adolescence voice change as opposed to females. Particularly I wanted to investigate group teaching for adolescent females which is an area I find challenging.

Dewey’s third step is looking at the literature in depth and developing a hypothesis. According to the literature, the female voice goes through a change during puberty which has implications on the physiological and psychological aspects of adolescence (Yarnell, 2006; Gackle 2006, 2014; McRoy 2011; Phillips, 2004; Wills and Kenny, 2011). The main recurring themes throughout the literature of voice change is that female adolescent voices can become breathy in tone, as a result of a weakness of the adductory muscles which causes a glottal chink (Gackle, 2014; Seph and Guthrue, 1935; Weiss, 1950; Vennard, 1967). Also, they can develop a fear of singing in a high register and voice classification should be discouraged until a female has reached her-mid 20s to avoid voice limitations or damage (Thurman et al, 2000; Harris, 1987; Buchanana and Mehaffey, 2005). It is evident that there is far more research undertaken for the male voice change and that the subject of female voice change is an emerging area of research. 

I have gained an insight into the realities of voice change for the female after exploring primary sources of information and theories produced by the likes of Gackle (2006, 2014), McRoy (2011) and Yarnell (2006). Much of the literature supported the challenges I face whilst teaching female adolescent voices. For example, a sudden fear of singing high, a breathy tone (glottal chink) and the age bracket of 13 to 14 being the most challenging to teach. This could be due to the impact of psychological and physiological change around this age which then can affect their confidence around singing.I understand following this area of study that I must challenge my actions in how I structure a lesson for adolescent females in individual and group scenarios. I must also challenge any assumptions around voice classification for young adolescent singers.

Dewey’s fourth step involves active experimentation. This study has been worthwhile and useful, as the value of the gained knowledge has adapted how I teach adolescent female singers in my private studio as well as in group scenarios. I am now aware of the physiological changes during this phase which has changed what kind of repertoire I recommend. I listen out for a breathy tone and ensure I gently warm up both the high and low registers. The lack of literature is frustrating for finding primary resources as it is an emerging area of research. This led to researching secondary references which were sometimes uncredible and therefore not useful for my assignment, this was a limitation in my reflective process. However, I learned a lot from them which I applied to my teaching practise.  After widening the range of literature I was accessing through the library, the university search engine and google scholar I found a wider variety of literature. 

Identifying my future development needs, I understand that there are gaps in my knowledge. Before embarking on this independent study, I did not know what happened to the female voice during maturation. I reflected upon past students whom I could have supported better using the tools I have gained in this process. I have also seen a remarkable improvement in my female teenagers since I have applied the knowledge gained into their one-to-one lessons. While I have also applied this theory into group settings for adolescent females, I do not yet feel the benefit of group settings as they involve more of the psychological implications of maturation. Peer pressure, sudden shyness and reluctance to sing high (as they have already classified themselves into a voice classification) has made this area more of a challenge. I continue to use Dewey’s (1933) concepts of reflection to reassess. Though I’ve used Dewey (1933) in depth, I also reflect using Kolb (1984) and Schon (1983).

More research must be conducted to gain deeper insight into the implications and best ways to support the female adolescent voice. Currently there is very little research in this area and though studies have been carried out (Gackle, 2014; Thurman & Klizbe 2000; Williams, 2013 and 2019; Yarnell, 2006; McRoy, 2011), there are gaps around the long-term results from supporting a female voice through this phase. There is no research to suggest future implications for training young adolescent voices. 

It was a 19th century belief that singing should stop around adolescence (Welch, 2000). Teachers of singing may still have this view and may not be supporting their adolescent singers as well as they could be if they had the relevant knowledge. A closer look into how positively singing can impact an adolescent female's mental health could help with future research. Additionally, research into the effects of both face-to-face and online singing lessons is needed. During face-to-face lessons I have found that I can gauge the emotion better, whereas online I feel like I am removing that part of the communication, and while online tutoring suits some students because they are more comfortable in their own environment, in general there seems to be less motivation during an online lesson and in the practice between lessons. Schools should be informed of the changes around female adolescent voices so they can support them adequately.

The fifth step involves continually testing the hypothesis and techniques I will use. The values of learning I have acquired include a deeper understanding of adolescent female voices and methods to help support my students. I can now identify key symptoms of voice change, such as breathiness and I can now apply a plan of action based on the current research. I have a leaflet to help my students' understanding around this subject as well as a learning journal which I will continue to reflect upon. Also, by doing this research I have strengthened other areas of my teaching such as teaching the child singer and young adult; both male and female. I have also secured my teaching specialism which has until recently been undecided. I am certain that I am a child and young adult singing teacher. I would also like to continue my research into the child and young adults' voice, particularly around childhood trauma and how singing could potentially help with this. At this point I follow the cyclical process of Dewey’s (1933) model of reflection, by continuing to test the hypothesis.

B) Devise a detailed personal development plan which incorporates identified areas for
development, objectives, activities to be undertaken, methods, resources, review periods
and timescales

Personal Learning and Development Plan:

	Why am I doing this course?
	I want to strengthen my knowledge in the voice.

My focus is always on being well-informed and to be the best of my ability. 

I am keen to continue my professional development by taking on this course which supports my further understanding of the voice. 

	What is the direct benefit to me?
	I have access to knowledge and webinars with leading experts on the voice. I am training in the right areas of academia to nurture my professional development. I hope this course will lead me onto working with students who are on a professional pathway. By doing this course I have been introduced to like-minded teachers and professionals who I hope to learn from.


	What other qualifications have I done that are relevant to the course?
	BA (hons) Music Theatre





	Development area
	Action and Deadline/Review Date

	1) Develop strategy for teaching adolescent female voices. 
	Action

Gain a deeper understanding of this area with a view to implementing strategies directly into my practise.

Deadline: October 2020


	2) Create a leaflet informing girls of voice change.
	Action

Create a leaflet relating to literature researched around voice change for females. 

Deadline: October 2020

	3) Develop new areas for future research projects.
	Action

Reduce gaps in my knowledge around the voice. Focus on the mental health benefits of singing as I am keen to develop this area further.

Re-visit the literature I have read around relating to mental health and singing.

Research the implications on singing for adolescent singers mental health.

Research mental health benefits of singing for children who have experienced childhood trauma.

Attend webinars, widen sources of reading.

Arrange tutorials to gain better understanding of this area.

Deadline: April 2023

 

	4) Create a singing group for children who have experienced trauma. 
	Action

Contact local councils and authorities and become commissioned to create these groups with the aim of helping children who have experienced childhood trauma.

Deadline: September 2021

	5) Strive towards publication.
	Action

Develop academic writing style.

Research in an area which would benefit from publication.

Write something that is of worth to another singing teacher.

Review date: September 2023

	6) Teach aspiring voice teachers.
	Action

Complete my masters in Voice Pedagogy to the best of my ability.

Apply for positions in universities or on courses to help aspiring voice teachers.

Make connections at surrounding universities with interest in becoming a lecturer.

Review date: September 2023

	7) Present at Voice Conferences.
	Action

To present findings from various areas of research concerning singing and mental health at voice conferences. 

Review date: May 2024




















Appendix

Appendix One: Leaflet
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BOTH BOYS AND GIRLS GOING THROUGH
PUBERTY CAN FACE VOCAL CHALLENGES.

IT'S TRUE THAT THE BOYS CHANGING VOICE
JOURNEY IS MORE DRAMATIC. THEIR LARYNX
GROWS BY APPROX 65% WHERAS THE FEMALE
LARYNX GROWS BY APROX 34%

IT DOESNT MEAN THIS CHANGE DOESNT AFFECT
US. LETS NOT LET THE BOYS TAKE ALL THE
LIMELIGHT. YOUR VOICE MATTERS TOO!

“THE GROWTH DESTABALISES THE WAY YOUR
VOCAL FOLDS VIBRATE FOR A PERIOD OF TIME"
(Willioms 2019)

STAY INFORMED! HERE'S SOME TIPS TO HELP:

- Sing more gently in a lower range
« Explore upper pitches with clear and energised
sounds

« Know that this is normal and a phase... but if you
are worried or have any vocal worries please do not
hesitate to get a medical opinion.

« And as always, ask your singing teacher!

DID YOU KNOW

that your voice can be temporarily
affected by the onset of menses and
going through puberty?

Have you noticed any of these changes to
your voice?
« Breathy sound
« Unstable pitch
+ Huskiness

Have you found that being on your period
affects how you sing?

Have you found that these changes
affect your confidence in your voice?

Girls. It's TOTALLY NORMAL!

WHY NOT BOOK IN A TUTORIAL TO
FIND OUT MORE?

KNOWLEDGE IS POWER!

KNOW YOUR VOICE #1

CAT OGDEN SINGING
CAT@CATOGDENSINGING.COM




