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Abstract

The departments of musicology, vocal pedagogy, and performance studies have long been interested in
the disparities that exist between the sexes in terms of vocal range and performance styles. Variations in
pitch range between male and female singers can be attributed to a number of biological factors, including
the size of the larynx, the length of the vocal folds, and the effects of hormones. Men, for example, usually
have lower ranges (bass, baritone, tenor), while women usually have higher ranges (alto, mezzo-soprano,
soprano). Nonetheless, beyond anatomy, expressive approaches, repertoire selections, and performance
styles are significantly influenced by cultural norms and social constructions. Male vocalists have a
tendency to emphasise power, projection, and resonance, whilst female singers are often linked with
agility, tonal purity, and emotional expression; nevertheless, these differences are becoming increasingly
flexible in modern music. Contemporary genres such as pop, jazz, and musical theatre have seen the
borders of gendered performing styles become increasingly blurred, which has resulted in increased
experimentation and inclusion. This research underscores the confluence of cultural, biological, and
artistic elements in the definition of vocal performance. The study illustrates the way in which developing
notions of gender continue to alter traditional expectations in both classical and popular music contexts.
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Introduction

One of the most potent vehicles of artistic expression, the human voice is capable of communicating
emotion, identity, and culture across a wide range of circumstances. Gender differences are particularly
noteworthy among the various elements that have an impact on vocal performance, since they influence
both the physiological range of the voice and the artistic choices that singers make. A interdisciplinary
approach that relies on physiology, musicology, sociology, and cultural studies is required in order to
understand these disparities.

The physical form of the larynx, the length and thickness of the vocal folds, and the resonance chambers
of the vocal tract are the primary biological factors that govern vocal range. Generally speaking, male
voices have a lower pitch range. They are categorised into three types: bass, baritone, and tenor. On the
other hand, female vocals fall into a higher pitch range and are classified into three types: alto, mezzo-
soprano, and soprano. These variations are strongly associated with hormonal fluctuations throughout
puberty, especially testosterone, which causes the vocal folds of males to elongate and thicken. As a result,
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the physiological foundation of voice range is based on biological differences that are associated with
gender. VVocal performance styles, on the other hand, go well beyond only anatomy. Certain roles for male
and female performers have been perpetuated over time by social expectations and cultural traditions. For
instance, in traditional opera, masculine voices are frequently associated with strength, authority, and
heroism, whereas female vocals are connected to qualities such as purity, fragility, or passion. In a large
number of traditional societies, limitations on the involvement of women in public performances had an
impact on vocal practices and served to restrict stylistic variation. On the other hand, genres of popular
music such as jazz, rock, and pop have challenged these standards in modern contexts, giving performers
the leeway to obscure the differences between genders in terms of vocal technique and expression.

Pedagogy and training are some factors that might have an impact on performance style. Resonance,
projection, and strength are qualities that male singers are frequently taught to develop, whereas female
vocalists may be instructed to place greater importance on tonal purity, flexibility, and lyrical
interpretation. Rather from being the result of any inherent variations in aptitude, these instructional
tendencies are a reflection of societal preconceptions regarding gendered voice aesthetics. Vocal
instructors and performers are making increasing calls for more flexible methods. These methods would
allow singers of both genders to investigate the entire spectrum of expressive possibilities without being
limited to conventional expectations. The investigation of the variations in vocal range and performance
styles between genders not only entails distinguishing between these variations but also entails
acknowledging the methods in which these disparities are established, supported, and, on occasion,
deconstructed. Contemporary performance landscapes are experiencing new explorations of vocality that
transcend strict classification, as gender inclusion and the acknowledgement of non-binary identities
continue to emerge. An growing number of singers are adopting approaches and repertoires that go beyond
traditional bounds, which is indicative of greater societal developments in the way that gender and identity
are perceived and understood.

Consequently, the purpose of this research is to investigate the biological foundations of vocal range, as
well as the cultural influences that determine the styles of presentation. By integrating insights from
physiology, music history, pedagogy, and gender studies, it strives to provide a comprehensive perspective
on how gender influences vocal expression—while also highlighting the evolving landscape where
traditional binaries give way to fluid and innovative forms of performance.

Physiological Foundations of Vocal Range

When seen from a biological perspective, anatomical and hormonal factors are the primary sources of
variation in vocal range between the sexes. The larynx, which is also known as the "voice box," is a
structure that is crucial in the generation of sound. The vocal folds, also known as the vocal cords, vibrate
in order to produce sound waves in the larynx; the pitch of the voice is determined by the frequency of
these sound waves. The vocal folds of males are often longer and thicker than those of females as a result
of the impact of testosterone throughout puberty. This results in lower fundamental frequencies and deeper
voice ranges. The typical male speaking voice falls within the range of 85 to 180 Hz, whereas the typical
female speaking voice falls within the range of 165 to 255 Hz, according to Titze (2000). The
categorisation of voices into the well known categories of bass, baritone, and tenor for men and alto,
mezzo-soprano, and soprano for women is based on this physiological differentiation. Nonetheless,
despite the fact that these categories offer helpful frameworks for voice instruction and performance, they
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should not be perceived as strict restrictions. A great number of vocalists have vocal ranges that overlap
or are impossible to categorise, providing evidence of the adaptability of the human voice. A vocalist can
extend or enhance their range via training, vocal technique, and continued practice, which frequently
enables them to explore tessituras that are often associated with the opposing gender. For instance,
countertenors—male singers who perform in the alto or soprano registers—exemplify how training and
physiology can cross to challenge the conventional assumptions of gendered vocal ranges. In the same
way, female contraltos demonstrate vocal characteristics that are typically associated with the depth and
richness of voices belonging to males.

Cultural Constructions of VVocal Performance

Not only are physiological considerations taken into consideration, but the classification, evaluation, and
performance of voices are also significantly impacted by cultural norms. Gender stereotypes that are based
on vocal qualities have been reinforced throughout history in Western classical music traditions through
the use of operatic roles. In the past, tenors have often been cast in romantic lead roles, whereas basses
have taken on the roles of villains or monarchs. Male vocalists have been placed in roles that include
authority, power, or heroism with some regularity. In the past, female voices, particularly those of
sopranos, have been linked to qualities such as youth, purity, and emotional vulnerability. On the other
hand, mezzo-sopranos have often been relegated to roles that are secondary or maternal in nature
(McClary, 1991). These associations provide evidence of the ways in which cultural misconceptions about
gender have an impact on the interpretation and assignment of voice qualities. Analogous processes take
place in non-Western cultures, although they are represented in a different manner. As an example, in
Indian classical music, male and female vocalists typically take distinct creative approaches to ragas.
These approaches are affected by cultural ideals of masculinity and femininity. Public performances by
female voices were outlawed in numerous Middle Eastern civilisations in the past. This prohibition served
to enforce broader cultural norms pertaining to gender and visibility. These examples highlight the fact
that vocal performance is not just a reflection of biological potential but also a site at which ideas of gender
and cultural values are performed.

Pedagogy and Performance Styles

The manner in which vocalists are educated also reflects the expectations that are held based on gender.
In the past, male vocalists have been urged to emphasise traits like as projection, resonance, and power,
which are associated with authority and masculinity. On the other hand, female vocalists have frequently
been encouraged to focus on achieving tonal clarity, flexibility, and lyrical expression, which are in line
with societal notions of femininity. Although these instructional techniques are beneficial in the
development of particular talents, they also serve to reinforce binary differences that place restrictions on
the expressive capabilities of singers. The field of voice pedagogy is making a concerted effort to distance
itself from the strict boundaries of gender that were previously in place. Vocal coaches today place a
greater emphasis on the development of a healthy, sustainable technique that allows singers to explore a
wider range of genres and ranges, regardless of gender. Contemporary genres such as pop, rock, and
musical theatre include techniques like as falsetto, belting, and vocal fry in the training of both male and
female vocalists. This change is indicative of wider cultural movements that are working towards inclusion
and the acknowledgement of a wide range of identities.
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Gender Fluidity and the Contemporary Vocal Landscape

The emergence of gender inclusion and the acknowledgement of non-binary identities over the past several
decades has started to transform vocal performance in a meaningful manner. Musicians like Sam Smith,
Teddy Geiger, and Kim Petras defy the usual connotations between gender and vocal tone, showcasing
performances that embrace flexibility in range and style. Singers who identify as non-binary or
transgender frequently deal with complicated connections with their voices, particularly during or after
hormone medication, which can cause changes in the shape and timbre of the vocal folds. The strategies
that vocal coaches provide to transgender singers focus on adaptation and affirming identity while
preserving vocal health (Davies, 2018). Furthermore, the music of the popular genres offers up a good
environment for testing out different voice styles and genders. The lines between traditionally "masculine”
and "feminine" vocal styles are frequently blurred in pop, jazz, and independent music. Male vocalists
explore falsetto and higher registers, whereas female vocalists make use of techniques like as growling,
distortion, and forceful belting, which are typically associated with rock and genres that are dominated by
men. A larger societal rejection of fixed binaries and an appreciation of variation in voice expression are
reflected in these stylistic advances.

The Interplay of Biology and Culture

Neither culture nor genetics alone can provide a complete explanation of the phenomena when one takes
a look at gender disparities in voice range and performance styles. The anatomical features and
physiological capacities that determine the possibilities of the human voice are the "raw material” that
biology offers. Culture, on the other hand, interprets, restricts, and builds upon this potential by giving
distinct meanings and values to a variety of voice features. Together, they provide a dynamic domain in
which identity, artistry, and social standards are all interrelated. This interaction is illustrated in a
particularly dramatic manner by the instance of the castrati in Europe throughout the seventeenth and
eighteenth centuries. Prior to reaching puberty, male singers who were castrated were able to keep high
vocal ranges, which allowed them to assume parts that were normally associated with women. The fact
that they are well-liked highlights the fact that cultural aesthetics, as opposed to biological "norms," were
the deciding factor in determining the appeal of voice characteristics. In the same way, the modern-day
emergence of countertenors is a testament to the societal acceptance that is growing for voice timbres that
challenge conventional gendered categorisation.

Objectives

1. To analyze the physiological basis of gendered differences in vocal range.

2. To examine historical and cultural constructs that have shaped performance styles across genres
and traditions.

3. To explore the impact of vocal pedagogy on reinforcing or challenging gender norms in
performance.

Methodology
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The focus of this study is on the nature of research, with qualitative research serving as the foundation.
The researchers examine the difficulties and solutions that were experienced by whom using the
educational approach and teaching techniques of the case study. They then investigate these same issues
through a review of the literature and student comments after the class has been completed. Additionally,
an assessment scale, which is a type of research instrument, is utilised for the purpose of determining the
efficacy of various educational approaches. The first step in the researchers' conduction of the study is to
choose the assessment scale that is documented in this research. Following this, they analyse the
educational tactics that are implemented in this research. In addition, this study analyses the comments of
the students with the teaching plans in order to further substantiate the validity of this research. Two
professionals and professors are asked as observers to verify the assessment scale of this study in order to
increase its credibility. During the observation and research process, they will share their professional
comments and recommendations.

Research design

This study utilises the syllabus and teaching objectives and requirements of the major of vocal music
education in undergraduate universities and colleges in order to create a variety of teaching plans for the
vocal music education of both male and female students. It also investigates the different teaching methods
that are used in order to address gender differences in breathing, register, resonance, and emotional
processing. Every course and teaching plan is designed to be taught one-on-one. The six students who are
being taught—three men and three females—are undergraduates who are in different voice parts. They
are being instructed at the school of the researcher. The time frame in question is fourteen weeks,
beginning on September 8, 2018, and ending on December 15, 2018. Table 1 displays the fundamental
information on the students in this study.

Table 1. Students’ basic situation
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Subsequent to determining the subject of investigating various pedagogical approaches for men and
women, the researcher deliberated with the panel of experts over the verse for vocal practice and works
that are appropriate for their registers and levels of singing ability as specific vehicles for research. The
purpose of selecting songs from both Chinese and Western vocal music works is to provide a more
accurate and complete illustration of the current educational environment and research findings. "Re
condita armonia,” "Swan Geese," and "Your Love" are some songs performed by male pupils. The songs
performed by the female students include "Leisurely Years," "Prairie in July,” "Vissi d'arte, vissi d'amore,"
and "Vissi d'amore."

Brief introduction of researchers and experts

The researcher Jiang assumes the dual roles of both an educator and an observer in this study. The
researcher is a professor of vocal music and a soprano. With almost thirty years of experience in the field
of vocal music education, the researcher is committed to the profession and places a great deal of
importance on pedagogical approaches. Professor Yang: Former dean of the Art Institute of North
University of China. In addition to winning the Bole Award at the fifth National Youth Singers'
Competition of the Wuzhou Cup, he also won the educational award of first place at the National Singers'
Competition of the Music Library in Bel Canto. He is a pioneer who developed the breathing method that
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incorporates the nose, mouth, waist, and belly and who introduced the principle of "three supporting
points," among other things. Professor Zhang is a graduate of the Chinese Conservatory of Music's Opera
Department, from which he graduated in the 1960s. His pupils have taken home first place trophies in
both national and international vocal music competitions. He is considered the go-to talent scout in the
vocal music community, and he has successfully organised several individual student recitals.

Research tools

The assessment scale created by Kenneth H Phillips for juvenile vocal music technique was used as the
foundation for this study in order to evaluate if the subjects' singing skills had improved after they had
received fourteen vocal music lessons. The scale established by Phillips features five important techniques
for singing. These include training for breathing, training for phonation, training for resonant tone
production, dictionary training, and training for expressiveness. The assessment scale of singing abilities
that was deemed appropriate for this study was developed by adapting the evaluation scale of juvenile
vocal music technique, which served as a model. The adaptation was carried out according to the
requirements of this study. The researcher makes a check mark during each lesson in accordance with the
extent to which the subject conforms to the standard.

Table 2. The form on which students can provide comments following class

The week The  week Student’ s name
Date (YY) (M) (D)
Research project The content of question s after this
class

Breath
Vocalization

Resonance
Emotional processing

Results
Teaching results of male students

In terms of breathing, because boys' vital capacity is typically more than that of females and the length is
comparatively longer, male voices are more acclimated to using stomach respiration. However, the breath
will disconnect from the music when employing abdominal breathing to sing higher notes. Make sure to
pay attention to the breathing technique that combines the upper chest and the abdomen. In terms of sound,
the tenor's passaggio is often F or F#, and the baritone's passaggio is typically D2 or E b . When training
to alter the register of their voice, males should employ “closed tones" for their vocal exercises. "Closed
tones"” refers to the process of opening up the cavities, particularly the pharyngonasal cavity, in this
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context. It is a sensation of yawning to maintain the treble, mostly with the head voice. It is as if someone
were to raise the rear side of your head with their hands. With regard to the concept of resonance, the
primary kind of resonance shown by the baritone's resonant cavity is chest resonance; nonetheless, the
training of falsetto and testa are important aspects that must not be overlooked. The resonance of the nasal
cavity, sphenoid sinus, and the cavity of the frontal sinus should be utilised to a greater extent while in the
high-pitched register. The sound originates from a point located above and between the two eyebrows. In
order to attain coherence between form and spirit when singing, males must possess an exceptional gift
for creative expression in the area of emotional expression. In the past, they would typically look at
themselves in the mirror, produce a wide range of facial emotions (such as happiness, rage, sadness, and
joy), and actively explore the different expressions that can be achieved with the eyebrows. Following
this, facial expressions are trained to represent the emotions of each aria of the opera characters in front
of the mirror.

Teaching results of female students

while it comes to breathing, women are more prone to employ the technique of thoracic breathing while
they are singing. On the other hand, thoracic breathing is an improper style of breathing that leads to a
lack of breath support and a challenging breath during vocal performances. The style of breathing that
involves a combination of the upper chest and the abdomen is the ideal breathing pattern. The pitch limit
of the natural sound of the female voices of various vocal parts is either C or C-sharp, and the range of the
passaggio of the soprano is F or F-sharp. An hurdle will be encountered when singing the passaggio, thus
the female voice should sing while holding the sound in the register of voice altering. The voice need to
be blank, as though it has a sense of blending falsetto, which is a ficto-facto sound. The resonant sound
reached the nasal cavity and the head cavity at this point in time. When it comes to resonance, it is simpler
to detect the resonance of the head voice in a soprano than in a tenor, but the utilisation of the chest voice's
resonance has the ability to directly influence the quality of a singer's voice. In order to become a great
female vocalist, it is crucial to understand how to employ chest resonance. Females are superior than males
when it comes to expressing emotions because they have a greater capacity for empathy in terms of
emotional expression. In order to more effectively convey the emotions of vocal music works, it is
essential to place a high value on the body performance that takes place on stage. Furthermore, it is
necessary to continuously practise vocal music skills, see more vocal music performances, and improve
the practical capacity to perform on stage.

Conclusion

An examination of the disparities in vocal range and performance styles between the sexes illustrates the
intricate interactions of biological, cultural, and educational elements that influence human vocal
expressiveness. The conventional classification of male and female voices is based on physiological
differences in the size of the larynx, the shape of the vocal folds, and the effects of hormones. Nevertheless,
the artistic practices and the meanings that are associated with vocal performance are not only determined
by these biological distinctions. The expressive capacity of vocalists has been repeatedly constrained by
cultural conventions, historical traditions, and pedagogical practices that have continuously reinforced
gendered expectations that are frequently confined inside strict binaries. On the other hand, traditional
norms are being challenged by the modern performing landscape. Fluidity is being embraced more and
more by a wide range of vocal genres, including popular music, opera, and experimental vocal genres,
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which enables vocalists to go beyond conventional vocal aesthetics and gendered roles. The emergence
of countertenors, female contraltos, transgender vocalists, and gender-fluid artists is proof that the voice
is not only a biological instrument but also a potent vehicle for negotiating identity and societal meaning.
Pedagogical techniques have undergone a similar transformation; they have moved away from inflexible
gender-specific training and towards inclusive approaches that place a greater emphasis on vocal health,
range extension, and stylistic variety. This growth is a reflection of the greater tendencies within society
towards inclusiveness and diversity, recognising that vocal performance is just as much about self-
expression as it is about tradition. In the end, the disparities in the vocal ranges and performance styles of
men and women must not to be interpreted purely as constraints; instead, they should be regarded as the
beginnings of the wide spectrum of expressive capabilities that the human voice possesses. VVoices will be
taught, performed, and appreciated in ways that will continue to change as cultural notions of gender
continue to shift. The voice continues to serve as both a reflection of human biology and a canvas for
cultural imagination, establishing connections between science, art, and identity in ways that cannot be
confined to a single category.
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