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PREFACE

Choral music in the junior high school is often a one-

sided program. When choral music classes are elective they

seem to be chosen principally by girls, the boys having

either little encouragement or limited motivation to sing.

It is a well-known fact that the boy's &hanging voice at this

age presents a unique problem. Boys at this age, however,

continue to sing at their group or club meetings and for their

own entertainment. They use their voices in talking profusely

and by raucous yelling while playing games and when attending

athletic events. Their changing voices are not considered

useless by themselves, only by their frustrated music teachers.

Since the boy at this age is growing rapidly in nearly all

parts of his body but still is using his mind and muscles, it

seems only normal that he should use the vocal mechanism, too.

This growing instrument does require special consideration,

exercises and vocal arrangements. Active and enthusiastic

participation would be the satisfying reward for the time and

effort it would require to give that necessary attention.

Many choral directors are not familiar with the various

plans for training the boy's changing voice. Nor are they

acquainted with new choral arrangements for the changing voice

or the findings of current research in this field. This study
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will present and explain these different plans in a practical

manner for teachers in the junior high school.

Several plans have been developed. Some of them are

elaborate, some require special arrangements, some are simple,

and still others are mere theory. The methods vary

according to terminology, classification, and recommended

vocalises.

The presentation of available and especially workable

music for changing voices is intended as a useful source of

information for choral directors.
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CHAPTER I

PROBLEM STATEMENT AND RELATED RESEARCH

Statement of the Problem

The Purpose

The purpose of this study is to describe contem-

porary plans for training the boy's changing voice and to

prescribe ensemble material for these voices.

Specific Problems

Analysis of the general problem leads to subordinate

questions, or sub-problems, which may be stated as follows:

1. What are the contemporary plans of training the

boy's changing voice?

2. What are the most usable musical materials available

for use by ensembles which include boys with changing voices?

Definition of Terms

The term boyst changing voices" refers to the change

which occurs, physiologically, resulting in the lengthening

and thickening of the vocal cords. The age at which this

change occurs varies with the individual boy. The voice

changes in quality and range. This period of change is also

called a mutation period.
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The term "contemporary concepts" refers to the current

opinions of the training, classification and vocalizing of

the voice in the mutation period.

The term "ensemble materials" refers to arrangements of

choral music and original music written for changing voices

in unison, two, three and four parts. These arrangements

may include parts for changed or unchanged voices.

Delimitations

In presenting the contemporary methods of training the

changing voice there will be no recommendation of a single

method of treating these voices. A discussion and survey is

presented to acquaint the reader with the plans concerned

with the changing voice, and the methodology used by the

authorities in this field.

The materials prescribed are for the elective chorus or

glee club, not the required general music class.

Basic Hytheses

1. There is a need for clarification of plans and

terminology used in working with changing voices.

2. There is a need for a source to indicate where

specific music for these voices may be found.

Basic Assumptions

1. Music is available for ensembles that include the

changing voice.
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2. The boys who have changing voices can sing in

ensembles and do not have to stop singing during the period

of maturation.

3. There is no actual break in the voice, but a

mutation period when the vocal cords lengthen, requiring the

boy to learn how to control this change in his voice.

Need for the Study

It has been traditional, except in America, that when

voice mutation takes place the boy is set aside and forgotten,

vocally, as far as musical use is concerned. Not only is

there an injustice done to the boy by neglecting him at this

difficult age, but there is a loss of many fine voices and

musicians to the choral program and perhaps to the entire

music program. Choral music in most junior and senior high

schools is not at a high standard due to the insufficient

number of boys enrolled in choruses and glee clubs. Although

a vast amount of choral music is written for mixed ensembles,

the fact that too few boys are participating in vocal

programs in junior high schools is presenting many problems

to high schools and colleges. If a boy does not sing and

strengthen his vocal mechanism while in junior high school

he is often far behind his girl classmates in vocal technique

and general music skills. Huls makes this comment: "The

voice of the adolescent is one of the more serious problems of

this age. It is symbolic of, and closely related with most
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of the physical, mental, and emotional areas of mutation"

(7, p. 15).

Adolescent boys are naturally gregarious and they can

be among the most enthusiastic singers and young musicians.

If they are cast aside when they temporarily lose control of

their changing voices, they may be lost permanently from the

vocal music program.

Regarding the musical ability of adolescents, Mursell

and Glenn make this interesting statement: "It is a fallacy

to suppose that girls are more musical than boys. Probably

the reverse is true. In dealing with the boy we need to take

pains that the tradition of spurious masculinity does not

inhibit his will to be musical" (10, pp. 346-347). Gustafson

observes: "The fact that men dominate the professional music

world is further indication of the musicality of the male. If

boys have little interest in school music, it would seem that

the school music program is not appealing to the musical nature

of boys" (5, p. 5).

Perhaps the attitude of music educators toward junior

high school music is seriously hindering the effectiveness of

their classes. Redner describes a typical attitude toward

junior high school music:

In most instances, when you mention junior high
school music, there is a sudden shudder, and the
prospective teacher turns quickly to the Help Wanted
section of the daily paper. Student teachers return
to the campus after a semester of practice in junior
high with wierd tales of experiences they have had
there. In fact, many times it seems that this age
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group has presented a problem, not only to the
practice teachers, but to the regular music teacher
as well, until it comes to the point where it is
expedient only to keep the pupils quiet by "busy
work."

Throughout the elementary school it is
comparatively easy to carry on a successful music
program. Then, along about the sixth grade, that
"junior high attitude" crops up, especially among
the boys. If the music teacher is not careful, the
love and understanding of music so carefully fostered
from the first grade will be lost (12, p. 53).

In England it is traditional that boys do not sing from

the time that their voices start to change until about the

age of sixteen or seventeen. The American junior high

schools have been the proving grounds for the alto-tenor

plan, the cambiata plan and other plans that advocate using

the adolescent male voice during the mutation period. Rorke

says: "By skillful direction the boy may pass through this

critical vocal period without inconvenience or embarrassment.

This is done by the gradual lowering of his voice so that he

is scarcely aware of the transition" (15, p. 63). By

teaching the boy how to manipulate his voice over the break

and by carefully vocalizing and training this growing

mechanism, the development of fine, capable singers may be

reasonably assured.

The junior high schools may continue to make worthwhile

contributions to the knowledge and instruction of changing

voices by a serious re-evaluation of teaching concepts and

application of research findings.
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Earliest Evidence

Before the problems concerning the boy and his changing

voice may be fully understood and appreciated, it is helpful

to review the rich historical background of boys' voices and

their use through the ages. The first written observation

of the voice break is recorded by Aristotle, who connected

the voice change with puberty (17). The first school for

church singers is said to have been established in France in

355 A. D. by Pope Sylvester. In the sixth century, Gregory

founded or, more likely, reorganized the Schola Cantorum to

train choir boys of the Roman Catholic church (13, p. 121).

reportss concerning boy choristers used in the twelfth

century monasteries provide further evidence of the problem

concerned with the change, or break of the voice. As the

monasteries were dedicated to the training and preservation

of boys and young men for a lifetime of service to the church,

they had a ready supply of young voices to sing the services,

when the boys reached the age of adolescence and their voices

started to change and they could no longer sing the treble and

could not yet sing the bass part, they were given other

duties. If they had been boarded in the monastery for use

of their voices only (as was the custom when voices within

the confines of the monasteries were in short supply) and were

not comitted to the Church, they were promptly sent back to

their homes (11). In view of the changing voice during this

period Gustafson states:
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There is nothing to show that choruses took
part in the performance of polyphonic music prior
to circa 1420, and through the fifteenth century
only priests were admitted to the choirs, except
for boy sopranos.

If these statements are true, it seems hardly
likely that the changing voice was in use in choral
groups at this time even though the vocal ranges
indicated in some of the compositions of this
period seem appropriate for this voice (5, p. 9).

In Elizabethan days the choirs consisted of both men and

boys. The masques or interludes, which were a type of play

produced for the nobility, became quite popular. They con-

sisted of poetry, vocal and instrumental music, and dancing.

Women were not allowed to appear on the stage, and the female

parts were taken by boys (11). All of the plays of Shakespeare

were produced in this manner.

Finding boy actors and singers was difficult, and the

best sources of supply were the choir schools of places like

St. Paul's or Westminster, or the Chapel Royal at Whitehall.

Here the boys had been accustomed to acting in mysteries or

miracle plays. Again, when the voice started to change, this

well-trained talent was set aside for a younger, less mature

boy's voice.

In order to keep music and acting at a high standard, a

practice developed to keep the boy's voice from changing; it

also kept the boy from developing into a normal male. The

practice was the castration of boy sopranos whose voices had

not yet begun to change. It is still the shame of Italy,

where it was most widely practiced. As early as the fourth
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century, the Church condoned use of castrati voices for the

performance of sacred music.

Eunuchry found an established place at an early
date in Christianity, the eunuchs always holding a
position of respect. In Matthew, chapter 19, verse 12,
Jesus says: "For there are some eunuchs which were
made eunuchs of men; and there be eunuchs, which have
made themselves eunuchs for the kingdom of Heaven's
sake." In Luke, chapter 23, verse 29, we read, "For
behold the days are coming in which they shall say,
Blessed are the barren."

However, Christian dogmas, with their champion-
ship of the opposite principle of "Be ye fruitful and
multiply," soon began to hedge regarding castration,
and at the council of Nicea, 325 A. D., definite
measures were taken to curb the practice, allowing it
to be done only by qualified physicians (3, p. 44).

The demand for choir boys during the sixteenth century

presented an acute problem.

Every self-respecting court, monastery, and
church had its choir of singers which varied in
sumptuousness and quality with the fortunes of the
sponsoring individual or institution. As music
flourished both more widely and more intensely, the
supply of choir boys fell far short of the demands
and we read of incidents such as that of Orlando
di Lasso who, after being abducted three times, was
allowed by his parents to go into the service of
Ferdinand Gonzaga, viceroy of Sicily, as a boy
soprano. The chapel masters were forced to turn to
other sources, these being first the Falsettists,
especially: those from Spain, and then, of greater
importance, the castrati (3, p. 166).

Duey feels that the Spanish falsettists were really castrati

masquerading as falsettists because of the ecclesiastical and

popular feelings against the institution of castration,

feelings that were not long in being reconciled (3).

The opinions of eighteenth century Italy toward castration

are best stated by Burney: ". . . all the Italians are so
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much ashamed of it, that in every province they refer it to

some other" (3). Hall makes this observation on the effect

of castration:

Castration before puberty, very common in some
parts of Italy, even by barbers, where signs still
advertise competitively the cheapness of the
operation, which is performed not only to make
singers for the famous Sistine choirs and elsewhere,
but to supply the market in Oriental seraglios,
etc., arrests the larynx at about two-thirds its
normal diameter and prevents change of voice, and
may even cause its pitch to grow actually higher
(6, p. 27).

The operation of castration caused increased growth in the

lungs and chest, very little growth in the Adam's apple, and

the physical power to perform easily long, difficult

passages with much less expenditure of breath than in the

normal vocal mechanism (3).

The boy possessing a promising voice was brought to the

conservatory for a professional opinion concerning his

talents and, if favorable, he was taken elsewhere for the

actual operation. Veterinarians were a common agency for

this operation. "The number of boys castrated has been

estimated as high as four thousand yearly during the heights

of the professional production of castrati in eighteenth

century Italy" (3, p. 46). They were the chief factor in

making the Sistine choir world famous.

Commenting on church music Gustafson stated: "Directors

of church choral groups have been primarily interested in the

production of beautiful music to satisfy the needs of
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the church. There is every reason to doubt that the boy's

changing voice was used with these groups" (5, p. 13).

In a survey made by Gustafson this comment by Duerdon

gives a general attitude of all directors who replied:

I find no evidence whatever to suggest that in
the seventeenth and eighteenth centuries there was
a school of composition specially directed towards
the changing voice. The character of the music of
that period, the use of soprano castrati on the
stage and even in the church, and the rise of the
virtuoso singer S. A. T. B. for sacred and secular
purposes would hardly have been the correct medium
for use alongside changing voices. Of developed
adult singers in those days there was, generally
speaking, no dearth in this country. The system of
"patronage" ensured that (5).

Boys were used in choirs throughout Europe and into

Russia. Dating from the reign of Edward the Confessor (1042-

1066), the oldest church grammar school in England is that of

St. Paul's cathedral. Gustafson observes:

The Vienna Boy Choir was established by the
Hapsburg dynasty in 1498. Methods employed in this
organization seemed to emphasize dynamic tone quality
consistent with child nature, and the influence
exerted in developing special music talent and in
arousing interest in boy choirs is inestimable
(5, p. 11).

Choir schools in Germany date from the establishment of

the St. Thomas School in Leipzig by Augustinian monks (5).

In 1543, with the introduction of reformed doctrines, the

town council took possession of St. Thomas and extended the

school. Martin Luther's influence in the establishment of

public schools for common people probably had the most marked

effect on the extension and formation of choral literature (16).
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The supremacy of leading Russian choirs can be directly

traced to the keen interest of Empress Catherine II (1729-

1796). Catherine brought about the importation of Italian

singing masters to superintend the education of the

choristers. The boys sang both the treble and the alto

parts (5, p. 15). The choir of the Imperial Chapel at

St. Petersburg is well known for its consistently outstanding

work. Because of present governmental restrictions in Russia,

the ideals of Eastern Orthodox church music are probably best

represented by the Russian Cathedral Choir of St. Nicholas

Cathedral, New York City.

Gerhard Trach, the director of the famed Vienna Boyst

Choir volunteered this information to Gustafson:

Our institution was founded in 1498, especially
for the purpose of singing in the Emperor's chapel.
At first the ments voices were taken from Vienna.
When boys were brought from the Netherlands and were
on the verge of voice change, they were sent back to
their mother country and no one thought of using
them later in mixed voices.

Beginning about the seventeenth century, the
male chorus and orchestra of our chapel formed the
Vienna opera staff whose duty it was to sing and play
at the church offices in the Emperorts chapel.

The Emperor gave the boys a scholarship and sent
them back to their parents. There was no occasion to
use the changing voice (5).

In discussing the music of the Renaissance, Reese says:

"The Saint Chapelle in Paris continued to maintain its

maitrise, or choir school, as it had done since at least 1299,

the date of the earliest surviving mention of music there"

(14, p. 7).
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A type of orphanage or foundling-hospital was founded in

Naples, Italy, in the sixteenth century. This hospital, or

conservatory as it is called today, was founded for the

conservation of musically gifted young men. They were

literally conserved for the art of music and trained for

musical services at church or court, including the court

operas. Handel was one of the governors of a foundling

hospital in England and had given The Foundling Hospital an

organ. At the dedication of the organ he played and some of

his music was sung. He wrote much music that included boys'

voices. A boy performed the air, "I Know That My Redeemer

Liveth,"l from The Messiah, at the first performance in Dublin.

The original score that he used still exists and may be found

in the library at St. Michael's College, Tenbury, England.

The words, "The Boy," still may be seen written, first

faintly in black and then clearly in red, in the handwriting

of Handel.

Some of the operatic and oratorio music of Handel is

scored for male soprano or alto. The florid passages and

numerous trills and runs which present a problem to many

modern vocalists were easily performed by the virtuoso

castrati singers of that period. They had little interest

other than music and they are said to have been very devoted

and professional musicians.



13

The value of the boy's voice may be considered to have

had extreme importance throughout the ages, in light of the

preceding discussion. Johann Sebastian Bach wrote music for

boyst voices. Perhaps modern music educators could emulate

his attitude and dedication toward the boys. When Bach

became Cantor of the Thomas-Schule in Leizig, these points

are among those in his pledge (or contract) to the town

council:

1. That I shall set the boys a shining example of an
honest, retiring manner of life, serve the School
industriously, and instruct the boys conscientiously;
2. Not take any boys into the School who have not
already laid a foundation in music, or are not at
least suited to being instructed therein;
3. So that the Churches may not have to be put to
unnecessary expense, faithfully instruct the boys
not only in vocal but also in instrumental music;
4. Treat the boys in a friendly manner and with
caution, but, in case they do not wish to obey,
chastise them with moderation or report them to the
proper place.

Leipzig, May 5, 1723 (2)

English Tradition

As the English tradition is quite different from that of

the more recently developed and scientific American theory, it

will be worthwhile to look briefly at this line of reasoning.

In England, the traditional, or "break," theory
handed down by centuries of cathedral choirmasters
holds that the boy's voice breaks during adolescence
and that once this occurs the boy should refrain from
singing until such time as his voice has developed
into tenor or bass. For most boys, this period is,
roughly, from two to three years, or in other words,
the period covered by the seventh to the ninth years
of school (9, p. 3),
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The theory is generally adopted by church musicians and

school music educators in England. It has never been fully

accepted by public school musicians in the United States.

It has been observed that the theory of English tradition

has been questioned, even in England (9, p. 7).

Emil Behnke and Lennox Browne recognized two opposing

theories as early as 1885. They were the first published

spokesmen on the question of the boy's voice in England.

They concluded that? "The bulk of the evidence most

strikingly proves the injurious and even ruinous consequences

arising from the exercise of the voice by singing during the

period of change." They did say, however, that the boy's

voice may change "gradually and imperceptibly" in which case

there is no break, and singing "may possibly be continued,

under the guidance of a competent teacher, without

detriment" (l, p. 57).

Another comment on the English traditional theory of the

status of the changing voice is significant.

The older plan of training boys' voices, as
inherited from the English school of choirmasters,
was to keep the boys singing soprano as long as
possible and then letting the voice "break." Often
it broke all to pieces and never recovered, and in
any case there was usually a period when the boy
could scarcely sing because he had suddenly acquired
a voice he could not manage at all (4, pp. 72-73).

In the report by Gustafson (5), this statement was quoted

from Sir William McKie, Organist and Master of the Choristers,

The Song School, The Cloisters, Westminster Abbey:
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much of the research, writing and arranging for changing

voices. Their plans, and others, are presented and

discussed.

Each plan will be reviewed with the following points in
mind: general characteristics, voice classifications, and
vocalises. The plans do not agree with each other, and in

some instances, contradict each other. The plans used in

this study will include the Alto-Tenor plan, the Cambiata

plan, the Counter-Tenor plan, the Swanson plan, and other plans

and methods of lesser importance.

Selected music is recommended for each plan and

additional music is presented in Appendix B.



CHAPTER BIBLIOGRAPHY

1. hke, Emil and Browne, Lennox, he Child's Voice,
London, Sampson Low, 1885.

2. David, Hans T. and Mendel, Arthur, editors, he Bach
Reader, New York, '. W. Norton and Co., 1945.

3. Duey, Philip A., Bel Canto in _s Golden e, New York,
King's Crown Press, 1951.

4. Gehrkens, Karl W, tusic in the Junior High School,
Boston, C. C. Birchard C., 1936.

. Gustafson, John 4., "A Study Relating to the Boy's
Changing Voice: Its Incidence, Training, and
Function in Choral Music, "Iunpublished doctoral
dissertation, School of Jusic, Florida State
University, T allahassee, Florida, 1956.

6. -Hall, G. Stanley, Adolescence, New York, D. Appleton ad
tom pany, 1904.

7. 1uls, lelen Steen, Ihe Adolescent Voice: A Study, New
York, Vantage Press, 157.

8. jarcesi, Blanche, The iL r's atechisman dCreed,
London, J. j. Dent and. Sons, 1932.

9. cKenzie, Duncan, Trjinr Jj t Boyl sCharing Voice, New
Brunswick, Rutgers University Press, 1956.

10. ursell, James L. and Glenn, labelle, The Psycholoy of
School Musjc Teaching, New York, Silver Burdett and
Company, 1Q31,

11. icholson, Sydney H., Peter, The Adventures of a Chorister,
London, Society for Promoting Christian Knowledge,
1954.

12, Redner, Arthur, missingg Links, " Music Journal, I
(January, 1951), 53.

13. :Reese, Gustave, Music in theH Idde Ames, New York,
. W. Norton Company, 1940.

17



18

14. , sic in The' sRjssance, New York,
W. W. Norton Company, 1954.

15. Rorke, Genevieve A., Choral Teain t the Junior Hit
S fol Level, Minneapolis, Schmitt, Hall and
McCreary Co., 1947.

16. Spitta, Philipp, Life f Bach, Vol. II, New York, Novello
and Company, 1899.

17. Thompson, D'arcy Wentworth, translator, Works of Aristotle,
Vol. IV, Oxford, Clarendon Press, 1910.



CHAPTER 11

CONTEMPORARY PLANS OF TRAINING

THE BOYtS CHANGING VOICE

Implications of Adolescence

To clarify the basic principles of voice production,

Gustafson gives this description:

The sounds of the human voice are produced by
a stream of air forced through a double reed which
is coupled to a series of air cavities. The double
reed, or vocal cords, is situated just above the
junction of the windpipe with the larynx. It is,
in effect, a pair of lips, not unlike the lips of
the human mouth. The edges can be brought together,
and air from the lungs forced through between them.
They will then be set in vibration, producing a
tone, the pitch of which depends upon the following
variable factors: 1. the tension, 2. the thickness,
and 3. the vibrating length of the two cords. The
two cords lie in the same horizontal plane, and run
from front to back. They open widely during the act
of breathing, and are about three quarters of an
inch long in adult males compared with a half inch
in females (7, p. 29).

Tonal change in the voice is closely related to physical

growth.

hysioloicfl Changes

In adolescence, the voice change is considered a secondary

sexual characteristic. It occurs because of the rapid

change in size and proportions of the larynx, resulting from

the presence of certain hormones in the body as the male sex

19
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organs grow and function. The growth of the larynx is

described by R. Cooper in a dissertation by Frederick J.

Swanson.

The effect of the male hormones upon the vocal
organs is much more apparent than in the case of the
female. The larynx doubles in size and the vocal
cords are increased in proportion of five to ten;
this gain in length of vocal bands is due to the
lateral development of the larynx. The male larynx
increases more in depth than in height. The result
is a drop in vocal range, the longer bands producing
the lower tone (13, p. 27).

Hall continues with the explanation:

Often the vocal cords and cartileges to which
they are attached do not grow in exact proportion
the one to the other. The tension is unsteady and
the voice occasionally breaks into a childish
treble, often with tones that were higher than
normal before the change began. Slowly phonation
takes on a distinctly adult character (8, p. 27).

The physical changes in the boy's voice bring about a new

problem with psychological implications. The problem centers

around the growing vocal mechanism and the boy's inability to

control it.

Psychological Chanres

Adolescent boys whose voices change rapidly and

irregularly experience a certain amount of difficulty in

controlling their voices. A sudden break or change of pitch

while singing or talking is often embarrassing to the boy.

A psychological factor involving vocal insecurity appears at

this time which tends to discourage boys from singing.

Landis observes: "Boys are most likely to experience this
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In England cathedral choirs the alto line is,
and always has been, sung by men (counter-tenors)
who are paid, professional musicians; boys are not
used as altos, and never have been (with possibly
occasional exceptions) for the custom in English
cathedrals is that boys leave the choir when their
voices begin to change. This does not mean that it
is felt that boys should not use their changing
voices--but simply that cathedral choirs have no
use for them at this stage.

Some private and professional teachers of singing have

very strong views regarding use of the changing voice. When

once asked the consequences of singing through the change of

voice, Blanche Marchesi gave this answer:

In most cases he would ruin his voice forever.
A vivid example of this was Gounod. He sang
divinely, but with a veiled, hoarse voice. As a child
he sang soprano in his church choir. So wonderful
was his singing that when the time came to stop, the
choirmaster would not bring himself to let him go.
The consequences were cruel; he could never sing
again except for his intimate friends. Gounod kept
a husky voice all his life, but those who never heard
him sing religious music with those tones would not
have touched the mystery beyond (8).

In view of this information it may be assumed that the

English theory proposed a complete rest for the boy's voice

during the mutation period.

Plan for This fpo
The contemporary concepts, or plans and methods that are

currently being used, present many ideas and principles of

training the boy's changing voice. This report includes the

plans of the current leaders in the area of changing voice.

Irvin Cooper, Duncan McKenzie and Frederick Swanson are doing
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difficulty in connection with changes in their voices. This

is especially true of boys who have been used to singing or

using their voices extensively in group situations" (10, p. 35).

Garrison continues with these comments concerning adolescent

voice mutation:

It requires two or more years for the youth to
achieve control of his voice in the lower register,
and during that time he is often made self-conscious
by the roughness of his own tones. He is mortified
by the unexpected squeaks which punctuate his bass
rumblings. Such whimsical "breakings" cause him to
feel that he is making himself ridiculous--an
opinion that is confirmed, unfortunately, by the
mirth with which others greet his vocal vagaries
(5, p. 38).

This is a sensitive period of adjustment for most boys.

An understanding teacher can explain these changes to the boy

and will help him comprehend his own temporary loss of vocal

control during the mutation period.

Theory Developed in the United States

The theory developed in the United States concerning the

use of the voice during the mutation period has been evolved,

fortunately, through experimentation, close observation and

exhaustive tests instead of through pure theory and speculation.

In addition to the advancements, Gustafson says:

There is need for many more studies, however,
for even today there are many links missing from
the chain of knowledge, but an understanding of the
results which have been attained may better enable
the music teacher to deal with the boy's changing
voice in the classroom (7, p. 31).
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Perhaps the following statement best describes the modern

theory of the change of voice in the adolescent male.

The modern theory of the adolescent boy's voice
holds that the voice changes gradually and that the
boy may sing throughout the period of change provided
that he is taught how to use his voice properly.

Singing is likely to be beneficial rather than
injurious, for the voice is kept in action. With
careful voice training, the voice is preserved during
the period of puberty and the changed voice emerges
under favorable conditions (12, pp. 3-4).

Since the founding and development of the junior high

school in the United States, the teacher of school music has

believed in, and practiced the concept that a period of rest

is not necessary. Huls explains by saying:

Assuming that a vocal mechanism is normal to
begin with, we should concern ourselves with
"growing conditions" during its period of development.
We do not wish a hothouse voice, therefore we will
not force it. We do not want a weak devitalized
voice, therefore we will not abuse it by neglect or
incorrect adjustments (9, p. 17).

A boy can go on singing throughout the years when his voice

is changing if he is taught how to use his voice and it is

properly classified for range. Christy develops this thought:

All the fundamental rules and principles regarding
vocal production and training apply equally to the
boy whether in the pre-adolescent or adolescent alto-
tenor (Cambiata) changing stage. Curious common
misconceptions still persist regarding the boy's
changing voice. One is that it is injurious for the
boy to sing during this period; another is that if he
sings at all during the time, it should be in a very
limited compass and always quite softly. Still
another misconception is that the boy's voice should
be either hurried or delayed in the process of change.

Actually, correct use of the voice is beneficial
to the vocal instrument at any age level. Covering of



23

as generous a range and dynamic spread as can be
accomplished with the boundaries of free, unforced
tone is equally desirable for complete and balanced
development of the vocal instrument (1, p. 153).

The junior high school movement around 1920 stressed the

importance of physiological and emotional changes that

students undergo in grades seven, eight, and nine. This

brought into focus concern for the boy, and a desire among

music educators to secure a smooth transition from the

unchanged voice of the boy to the changed voice of the adult.

This transition cannot be made through disuse. McKenzie says:

It should be remembered, too, that if a boy
ceased to sing during adolescence, the chances are
great that he may never again take up choral music;
he may not be moved to return to it if, during the
formative period of voice and character, he is cut
off from the physical benefits of singing and the
yet unrealized spiritual force of singing (12, p. 7).

However, in opposition to this theory, George Faxon made the

following comments in 1954 in reply to the Gustafson survey:

Almost anyone but a complete musical incompetent
would realize that the voice during the changing
period is unsettled and undeveloped--what in the
world use could be made of this in an attempt to
really decently perform music? . . . Most advanced
voice teachers fully concur that the voice of the
male human should be left alone during the changing
period.

Often real damage is done the voice through
extensive forcing and use during this period. The
boy talks during this period--and he can attempt to
sing for his own amusement and interest--but to
attempt to train a new and growing vocal apparatus
is obviously foolish and real advanced teachers of
voice concur this. The choral directors" and
teachers of music in public schools are forced to use
this voice for their group singing and so they have a
different attitude. However, few, if any of these
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people really know anything about singing for if
they really did they would get out of the field of
public school music in a hurry and either sing
successfully or teach voice (7).

The English tradition, which is in opposition to the

American theory, is now in a period of mutation of its own.

As early as 1935 the traditional theory was being questioned.

Norman If. Mellalieu was doing pioneer work in England and was

finding the same results as American teachers by use of

experimentation and a close study of the results. He makes

this statement:

Many teachers of singing have assumed that it
is not wise to use the singing voice through this
period, only from the knowledge gained through
study of the physical part of the vocal organs.
They have formed a theoretical judgment and stopped
there. They have never turned to the practical
side, experimenting with boys' voices at an
adolescent stage and observing results.

Singing in itself is not harmful, but it is
the misuse of the voice, in speech as well as song,
that leads to trouble. It is entirely a matter of
the way in which the voice is used during the
changing period. In regard to the adolescent boy's
voice, up to now theory has been predominant and
practice sadly lacking. Voices do not break unless
a great strain is placed upon them; then the voice
is broken, and becomes what is known as a "cracked
voice" (11, p. 37).

Gerhard Trach, present director of the Vienna Boyst Choir,

makes this comment concerning their recognition of the

changing voice problem:

. . . After World War II, we built our own house for
boys between the ages of the changing voice and the
time they can earn their own living. In this house
the boys stay under our care and receive an education
(apprentice, high school, university, academy of
music . . . ) and also voice training.
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As long as the voices are in evolution (two to
four years) the boys. are not allowed to sing at all.
When they think the voice is settled they report to
the rector or the music teacher. If we think it is
the right time, we take him into our private men ts
choir (7).

The plans described in this paper have been named according

to the classifications that are given the boy's voice for the

period that it goes through mutation process. In identifying

pitches the following scheme is used:

GD E. F GA A AL

Great Octave Small Octave One-Line
Octave

Fig. l---Pitch identification

Two-Line
Octave

The Alto-Tenor Plan

General Characteristics

To the music educator in the junior high schools of the

United States, the term "alto-tenor" is quite familiar. This

is another term that describes and classifies the boy's
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changing voice. Duncan McKenzie gives this definition of the

alto-tenor plan:

Alto-tenor is the term used to describe and
classify the boy's voice after it has lowered to the
stage when the changed voice begins to develop. It
was coined as the result of the need for a suitable
designation for the third part of four-part voice
music for adolescents in the upper grades of the
elementary school, in the days before the junior high
school. The term was applied not only to the voice
but also to the part. The voice is still alto, but
it has lowered to the extent that the boy can sing
in the tenor range; the quality, however, has not
become masculine, that is, either tenor or bass
(12, p. 19).

This plan recommends moving the vocal part down gradually as

the voice changes and matures. The part should be easy for

him to sing, with no strain or forcing. The changed voice is

encouraged to develop, no matter how much of the unchanged

voice remains in the lower alto-tenor range. The boy's voice

should be tested frequently, at least several times a year.

Range and timbre should be carefully noted.

Classification

The accepted range for the alto-tenor plan is approxi-

mately g--g?. For alto-tenors as a general class, this range

is comfortable. Some boys, however, will be able to sing

above this range or below it. McKenzie believes that every

boy's voice passes through the alto-tenor stage, in most cases

during the junior high school years. The term "alto-tenor"

is believed to have been used first around 1894 (12, p. 21).
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The comfortable range policy should be remembered

constantly when classifying voices. As the higher notes of

a boy's present classification become uncomfortable for him

to sing, he should be moved down into a more comfortable

range. These classifications cannot be considered permanent,

as the voice will continue to change, moving up or down, until

the boy is fully mature. Sometimes the voice may continue to

change slightly until the age of twenty years or older.

In associating the lowering process with adolescence,

. the speaking voice is the most reliable in estimating

the status of the singing voice of the boy at any time during

the adolescent period"(12, p. 27).

According to the classification of the alto-tenor plan

the boy's voice passes through different stages. These are

soprano II, alto, alto-tenor, tenor or bass. "Range rather

than timbre determines the classification of the changing

voice, but timbre rather than range is the determining factor

when the changed voice has developed considerably" (12, p. 29).

Voca lise s

In manipulating the voice in the break area the following

exercise has been devised to help bridge the break from

unchanged to changed voice. A scale is chosen with the top

two or three notes in the unchanged voice, and above the

break area (12, p. 39).
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Fig. 2--Vocalise

The boy is asked to sing downward. As he approaches the

break area, he is asked to decrease the volume, singing

softly over the break and manipulating it so that he passes

into the changed voice. When he is down the scale

sufficiently to be comfortable again, he may increase the

volume.

If there is a gap in the voice instead of a break, the

boy should be asked not to sing the previously mentioned

exercise, but to sing only in the comfortable range of his

changed voice.

Recommended Music

The following selections may be used with the alto-tenor

voicing plan. The arrangements are for three and four parts.

1. "Go Tell it on the Mountain" (See Appendix A,

number 7). The unchanged voices carry the top line, the alto-

tenor sings the second line and the changed voice sings the

low part. This is an arrangement that boys like. The basses
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have a smooth part involving easy skips and step-wise movement.

The alto-tenor part is harmonized in thirds and sixths with

the melody being sung by the unchanged voices. The alto-tenor

is given the melody on the verses while the other parts hum.

This is an excellent seasonal song.

2. "Matona" (See Appendix A, number 5). This song is

arranged for four parts, alto I and II, alto-tenor, and

baritone. It is an example of traditional music performed

so little by junior high school groups. Close attention to

diction and dynamic markings is necessary. The alto-tenor is

written within the generally accepted range, but in one

instance does go one note lower, down to f.

3. "Ave Maris Stella" (See Appendix A, number 6). The

song presents good reading problems of moving parts against

held tones. Chromatic alterations and dissonances are

employed. Singing Latin gives good practice in pronunciation

of pure vowels. It is arranged for soprano, alto-tenor, and

baritone. The dynamics are well marked and give opportunity

for contrast within each verse.

4. "Every Night" (See Appendix A, number 8). Boys find

this song very appealing. It is arranged for soprano, alto-

tenor (or cambiata) and baritone. The arrangement utilizes

excellent close harmony and it is a good exercise in chromatic

voice-leading. The long phrases help to develop breath

control. The ranges are well within reach of all voices and
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the rhythmic patterns provide movement in the inner voices

against held tones in the melody.

The Cambiata Plan

General Characteristics

The cambiata plan of training the boy's changing voice

was developed by Irvin Cooper. Cooper suggests that the

existence of the cambiata voice passed unnoticed for centuries,

and observes that there is a hint of its use in some

sixteenth-century modal writings (2, p. 18). The term

"cambiata"' is derived from no cambiata (changing note) in

third-species strict counterpoint. Cooper makes this statement

concerning terminology: "The part for boys' changing voices

has again been designated as tcambiata,' in order to

distinguish between the wide vocal range exploited herein and

the narrow vocal range implied in the designation of Alto-

Tenor" (3, p. 2). The cambiataI voice often presents an aural

illusion, caused by confusing timbre with pitch. He explains:

In its first major change, the voice of the
adolescent boy moves down an interval of a fourth
from its pre-adolescent soprano range. The greatest
change though, is in timbre, as the voice thickens
considerably and presents a temporary illusion to
the listener of sounding an octave lower than it
actually sings (2, p. 18).

In the Preface to Teen-Ae fSog (4), Cooper states that in

the use of the cambiata process of classification and training,

.Cooper used the term cambiate as the plural form of
cambiata.
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a high percentage of the alto-tenors will remain real tenors

if they are not forced down into songs having a baritone range.

The cambiata plan is one that is suitable to potential tenors

because their voices tend to change slowly, and a cambiata

will be classified as tenor when his voice has lowered to the

tenor range.

Classification

Cooper details his complete method of separating the

cambiate from the other voices as follows:

Do not attempt classification individually. If you
do so, the cambiata will escape you again; it is only in
comparison with other voices that the cambiata is
recognized initially.

Do not try to find cambiate. Find other voices
with whose tone quality you are thoroughly familiar,
thus:

1) Segregate boys from girls . .
2) Confide in the boys what you are going to do.
3) Require all boys to sing "The Old Folks at Home,"

giving the key of B flat major. It must be B flat major.
Let us see how this works out for ranges. Baritones will
sing in this range,

while the others may sing thus,

Fig. 3--Baritone and soprano separation
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Move around the boys rapidly and tap the obvious baritones
on the shoulder with the instruction, "stop singing. a
If in doubt about any voice, leave it; it will show up
later. Don't spend time trying to decide at the moment.
Speed is essential if you want to keep the boys interested
in what you are doing. Very shortly you will find that
the baritones are all silenced.

4) Ask the baritones to remain silent and let the
remainder of the boys sing the song again in the most
comfortable voice they can, using the key of G flat major.
Boys who still retain their soprano voices will sing thus:

the remainder will sing thus:

Fig. 4--Soprano and cambiata separation

Once again move around the singers and tap the
shoulder of any boy who is very obviously soprano, with
the instruction, "Stop singing.t" Very soon the soprano
voices will be silent, and the remainder are cambiate.
You have not even tried to find them, but there they
are (2, pp. 19-20).

The range for the boy's changing voice that is suggested by

the cambiata plan is f to c". Concerning the unison song, the

suggested scope is b flat to c". The changed voices will

sing one octave lower (B flat to c'). This is the common

range of junior high groups,
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Vocalises

Although no specific vocalises are given by Cooper, one

is published in his book, More Tunetime for T ime (3, p. 18).

L. . L .o Le o Le. oo Lep o'I* 4 -= --

*o Ln L, o. (o Ls 4 Le 1o . Leo

t b f T -

1...""+400 Le o Lo

A. aLeop Loa Loa Loet'o. 0 4io Lta Leo -

Fig. 5-Vocalise for tone quality

Recommended Material

A sample song of each of four types of voicing for the

Cambiata plan is given below.

1. Unison song, "Marching Through Georgia-" (See Appendix A,

number 3). This song is ideal for unison singing as it is

within the range of a ninth, a range common to nearly all

voices. The text is appealing to boys and the tune is easily

learned by rote. The song has an interesting accompaniment,

but may be sung a cappella. The song book, from which this
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song is taken, contains thirty different songs of varying

text and musical value arranged for boys with optional parts

for girls voices.

2. Two-part song, "Steal Away" (See Appendix A, number 1).

This favorite spiritual is scored for soprano and cambiata,

the soprano or unchanged voice singing the melody. The

cambiate sing the harmony. Both parts sing the melody in

octaves on the verse of the song. The arrangement is ideal

for the seventh or eighth grade class of boys whose voices

have not yet matured enough to sing baritone or bass. The

music and words are familiar to nearly all and the simplicity

and beauty of the spiritual make it worthy for performance

and class work.

3. Three-part song, "Bagpipe Chorus" (See Appendix A,

number 2). The song is an arrangement of good music by

J. S. Bach. It is arranged for soprano, cambiata, and

baritone. An accompaniment is provided and the parts are

written within a comfortable range. Melodic patterns are

used. It is a good introduction to the music of Bach. The

soprano voice sings the melody, with the cambiata and baritone

parts singing a different rhythmic pattern and simple harmony.

4. Four-part song, "Ezekial Saw de Wheel" (See Appendix A,

number 4). The arrangement is for soprano I and II, cambiata

and baritone. It is a good program selection. The arrangement

is rhythmically challenging and all voices have active parts
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that move easily and are given the melody. An optional piano

accompaniment is written, but the song may be sung a cappella.

The Swanson Plan

A study that observed the vocal development pattern of

adolescent boys was recently directed in the Moline, Illinois,

public schools. Director of music in the schools, Frederick

Swanson, noted that significant differences existed between

the number of girls and boys who participate in elective

music activities in grades nine through twelve. He theorized

that voice mutation, which typically begins in boys in grades

seven and eight, may be one cause for this difference, Three

problems were considered in his study:

1. Do any factors involved in voice mutation affect the

learning outcomes in vocal music classes and explain the

discrepancy between boys and girls in music?

2. Can a methodology for directing the singing

activities of adolescent boys be worked out to better meet

their needs during voice mutation?

3. If so, will better skills, attitudes and knowledge

result?

His preliminary research, supplemented by case studies,

led to these conclusions:

1. Voice change is directly related to sexual maturity.

The sex characteristic most useful in predicting voice change

is presence of pubic hair.
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2. Voice change typically follows this pattern:

(a) The lower tones of the emerging adult voice

develop first.

(b) The treble tones of the immature voice remain

controllable long after mutation begins.

(c) Tones near middle-C tend to break and for a

time cannot be controlled.

Swanson's preliminary survey of literature on methods of

vocal production developed these hypotheses:

1. There are at least two registers in the singing voice.

2. Different sets of muscles or different areas of the

vocal bands function as high or low pitches are sung.

3. Breaks occur because of imbalance between sets of

muscles controlling the vocal bands.

4. In the rapidly growing larynx of early adolescence,

the vocal apparatus is greatly out of balance. Special training

is needed to regain control of the singing voice.

5. Psychological implications of this loss of control

may explain the boy's aversion to singing activities.

Eighty-five eighth grade boys in John Deer School, Moline,

Illinois, served as an experimental group; one hundred boys

in Coolidge School, Moline, served as a control group. No

significant differences in I. Q. scores, age, race, economic

status, or educational background appeared. In the control

school, boys were scheduled for music on the basis of
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sexual maturity (using the Davenport Scale)2 as follows:

1. Boys 4--6 to the same music section, no girls.

2. Boys 1--3 to the same music section, no girls.

3. Boys 0 to same sections as girl classmates.

Periodically, data on vocal range and physical development

were gathered. During the year, experiments were carried on

in song singing, vocalising, listening, reading, motivation.

Methods yielding best results were recorded.

By May, the experimental boys had surpassed the control

boys in number of semi-tones they could sing. Twice as many

experimental boys as control showed gains in vocal range.

A test of musical attitudes was constructed and checked

for validity, reliability and ease of administration. Plans

were made for its administration at the beginning and close

of the school year.

Since the first test was to measure attitudes, the

following situations were listed as activities that resulted

from a positive, desirable attitude towards musical situations.

1. A desire to produce music (vocal or instrumental) for

its own sake, plus a sense of pleasure in the producing.

2. A desire to listen to music, accompanied by pleasure

in listening.

2 The Davenport Scale presents the course of sexual
development in six stages. The first is pre-pubescence;
stages two through five represent different degrees of
development in the pubescent period and stages six, post-
pubescence.
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The emphasis of this experimental course was on arousing

an interest in singing, on improving the singing technique,

and in participating in musical activities.

In September, boys of both groups were equivalent in

scores made on a scale measuring attitudes toward music, and

were inferior to their girl classmates. By May, experimental

boys had surpassed control boys and were approximately equal

to the girls. Control boys had regressed to lag farther

behind the girls. Answers to a questionnaire indicated the

majority of boys reacted favorably to the experimental

procedures.

On the music knowledge test given in September, scores

of boys in both schools were equivalent, and significantly

below those of the girls. By May, experimental boys had

increased significantly and were equivalent to the girls, while

control boys and all girls showed no gain.

The number of boys registering for ninth-grade vocal

music more than doubled numbers of any of the four preceding

years.

Examinations of case records revealed support for the

conclusions regarding voice change and the hypotheses on

registers.

In his conclusions, Swanson (13) determined that one

means of correcting the difference between girls? and boys'

participation involves:
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1. Grouping boys homogeneously on the basis of sexual

maturity, separate from girls, during early adolescence.

2. Adapting the music curriculum to the peculiar

physical and psychological needs and capacities of adolescent

boys.

Vocalises

The following vocal exercises were used to develop good

habits of vocal production so each boy would gain control of

his newly emerging adult voice, increasing range and resonance,

and eliminating, as far as possible, areas of break or loss

of vocal control:

1. Sustained tone

2. Downward scales and arpeggios

3. Upward scales and arpeggios

4. Experimentation with falsetto or treble tones

5. Harmonizing scale passages in octaves, sixths, or

thirds.

Recommended Material

There was experimentation with song materials to discover

what songs lay within the boys' capabilities and aroused a

favorable response. These included songs that presented

challenging problems of vocalization, reading, and

harmonization. These were problems that were not easily

solved yet not beyond the abilities of the class. The songs
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started with easy material and grew progressively more

difficult. They included:

1. Unison songs, taught by rote.

2. Original songs, composed to match the capabilities

of each class in vocal difficulty.

3. Two-part songs, reading or rote.

4. Standard tenor or bass parts in a mixed four-part

song. The melody was usually in the inner voice, the bass

singing the roots of the primary triads, and the tenor singing

in sixths or thirds above the melody.

The Baritone Plan

General Characteristics

The baritone plan was developed for keeping choirboys

singing in the choir when their voices were in the mutation

period. It was developed by Lawrence H. Bracken, founder of

the Cathedral Diocesan Choir of Brooklyn. He was the

director of this choir for twenty-one years until 1944. The

plan was given its name by Duncan McKenzie.

In the "baritone plan," the older boy soprano
is transferred to alto when signs of adolescence are
observed in his speaking voice or his physique. When
the changed voice first develops, he is classified
as "baritone" and he sings what he can of the bass
part, being warned not to reach for high or low
notes. He understands he is not a baritone in the
usual sense of the word, and no attempt is made to
predict whether the voice will become tenor or bass.
The boy is told that his voice will continue to
lower, that the range will extend up and down as his
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voice develops, and that the voice will gradually
ta c on a definite timbre as it matures to tenor
or bass. Every boy's voice passes through the
baritone stage, although occasionally a boy will go
directly from alto to tenor (12, p. 91).

In view of the above explanation of the plan Bracken

comments: "No adolescent boy ever had to leave the choir on

account of his changing voice" (12, p. 91).

Classification

The members of the choir are tested three times a year;

after Easter, after the summer vacation, and after Christmas.

A boy's classification may be changed between these tests if

it is necessary for the sake of his voice.

The objective of the soprano section is a light floating

tone rather than size of tone. Breath control and listening

are emphasized continually from the boy's entrance into the

choir. In this fashion he is trained to form good habits

as a chorister.

Soprano to alto.--When signs of adolescence begin to

be noticeable in his speaking voice and his physique, the boy

soprano is transferred to alto. Because he has had some

experience in singing a second soprano part he is a useful

alto from the start.

Alto to baritone.--When the boy looks like a young man

and his voice has lowered so that he can produce a good e,

he is transferred to baritone, no matter how much of the alto

range remains.
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Baritone to tenor.--A boy is transferred from baritone

to tenor as soon as a tenor timbre is noted and there is a

fair degree of control over the changed voice at the tone e.

Alto to tenor.--An alto who retains his unchanged voice

for a longer time than usual (on the basis of his physique

and his age) is transferred to tenor if a few notes below g'

have developed.

Compromise alto.--

A compromise is made with the baritone plan
when a boy in the alto section can sing in either
the changed or the unchanged voice without
difficulty and has an alto range of over an
octave. Outside of the choir, at school assemblies
or in informal singing, the boy usually sings in
his changed voice. To the choir he is more
useful as an alto than as a baritone. If he
continues to keep an alto range of over an octave
while his changed voice is developing, and he is
a good alto, he is selected to be what may be
termed a "compromise" alto when the alto section
is weak. There can be no objection to this if he
is not kept singing alto too long to the detriment
of the development of his future voice (12, p. 94).

Vocalises

There are no specific vocalises recommended for this

plan.

Recommended Material

Since the plan was developed in a Catholic Diocesan

choir, much of the material used was taken from The Mass.

The choir's program provided for one High Mass a week.
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Most of the choral work was a cappella, all combinations of

voices up to S. S. A. A.--T. T. B. B. being used. Choruses

from the masses and oratorios were used also for regular

material. Therefore, any S. A. T. B. music of merit may be

considered to be useable with the plan.

Counter-Tenor Plan

General Charcteristics

The term "counter-tenor dates back to the sixteenth

century. This was the designation given the male voice of

the highest pitch, the adult male alto. The current plan was

devised by Finn and the Paulist Choristers in Chicago, and

is presently being used by Dorr at St. Luke's Church, Long

Beach, California (12). Because the adult male alto tone

does not readily blend with other voices, Dorr believes that

the adolescent boy can be trained to sing counter-tenor,

thus helping to solve the alto problem for male choirs in the

United States. Commenting on the plan Dorr remarks:

Father Finn found that a boy who had mastered
this training is in nearly every case able to be
trained as a counter-tenor, for he can keep control
over the lower part of his erstwhile boy voice during
the entire adolescent period and sing a lovely alto,
of the same general character of the soprano tone,
but darker and fuller. This system of training boy
sopranos insures a supply of voices for the alto
section. By means of it my sopranos and counter-
tenors are able to sing four-part music for boys'
voices with a good tone and balance (12, pp. 106-107).
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According to McKenzie (12), the plan is very practical

for choral purposes, but not so practical for school

conditions because of the time the more intensive training

requires. However, it would seem that this theory would be

the opposite, since the public school music situation has a

regularly scheduled class that meets more often than the

average church choir.

Classification

Grove's Dictionar (6) gives the compass of the alto-

tenor as:

. . . limited to notes admissable on the staff which
had the C clef on its third line; that is, to notes
a sixth above and below middle C. Later this
compass was extended by bringing into use the third
register of the voice, the falsetto, a register
often strongest with those whose voices are naturally
bass.

In identifying the counter-tenor voice, several stages

of vocal development are discussed. The manner of predicting

a change of classification is described:

Soprano II to counter-tenor.-"ttAfter the second soprano

stage all boys who are adolescent are called counter-tenors,

the adolescent boy being one whose speaking voice has begun

to change from the boyish treble" (12, p. 107). The boy is

transferred when he is able to sing a good firm tone on c.

The age of the counter-tenors in Dorr 's choir range from

fourteen to eighteen.



45

Counter-tenor to bass.--The boys are transferred to

the ments section at their own request when they are sixteen

or seventeen, even though they could sing counter-tenor for

some time longer.

Adult counter-tenor.--Stubbs distinguishes between two

varieties of the adult counter-tenor voice as:

1. A high, light tenor whose range is a to d". A
recognizing factor is that the conversational and
singing tones correspond, the conversational tones
being pitched near the middle of the range.
2. The falsetto alto in which the falsetto register
is distinctly different from the chest register; in
which there is a break that can be eradicated only
by careful training in early adult life; and in which
the colloquial and the singing tones do not
correspond (12, p. 109).

Vocalises

"The method of training the counter-tenors is to use

downward vocalization exercises, never starting any higher

than e", bringing the voice down over the break to b flat"

(12, p. 108).

Recommended usic

This plan of classification may use any four-part

arrangement of music, the alto part being sung by the counter-

tenors.

Other Plans

In addition to the plans previously discussed, other

plans have been employed in different situations. At St. Mark's
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Church, Philadelphia, H. William Hawke organized a junior

choirmen's class similar to that of treble probationers. The

class was started primarily as a church effort to retain the

interest of boys after they had to leave the choir. Their

ages were from about sixteen to twenty-one. The rehearsals

were conducted as class singing lessons. This was a simple

plan to keep the boys singing through the mutation period.

The Oundle School, in Oundle, Northamptonshire, England,

developed a special choir of boys who had very limited ranges

because of their changing voices. The group sings only those

passages of songs that are within the composite ranges of

their voices. They may sing only a phrase of a song,

doubling with the trebles. It is called the "non-choir plan"

and it serves as a temporary classification for boys with

vocal difficulties due to voice mutation. McKenzie quotes

Spurling, director of the Oundle choir, in describing the

plan:

The altos are recruited from the trebles, and
the tenors from the altos before their voices break.
Sometimes an alto goes straight to bass although his
voice has not yet cracked, but merely gone low.
When the voices break, however, they join the boys
in the non-choir, and the basses are recruited from
the non-choir (12, pp. 120-121).

A six-part classification plan is used by the King

Edward Technical College, Dunedin, New Zealand. This is a

two-year high school. The plan is based around a massed

chorus of six parts, the first three treble sections being
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recruited entirely from the girls. The fourth section is a

mixed group which includes the remainder of the girls and all

the boys with treble voices. The other two sections consist

of adolescent male voices.

A four-part plan, or T. T. B. B. classification may be

considered another solution to the changing voice problem in

the public school. This plan may be used with the elective

boys glee club. The boy soprano II or alto is classified as

tenor I, the changing voice, tenor II. Bass I and II would

include the boys whose voices have more fully matured.

Many churches in America have developed a multiple choir

plan. The individual situations vary, but the average

multiple choir plan utilizes five choirs. These may include

a boys' choir, ages eight to twelve; girls' choir, ages

eight to twelve; vesper choir, boys and girls, ages twelve to

sixteen; chapel choir, mixed voices, ages seventeen to twenty-

one; senior choir, adult mixed voices. The vesper choir

employs boys with changing voices. Federal Whittlesly,

Minister of Music, Highland Park Methodist Church, Dallas,

Texas, uses a similar program, the difference being that boys

with changing voices are in an all-male group. This choir is

called the boys' choir and includes boys in the fifth through

ninth grades.
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CHAPTER III

SUMMARY, CONCLUSIONS, AND RECOMMENDATIONS

In the preceding chapters the historical background,

contemporary theories and plans for training the boys' changing

voices were discussed. The plans do not agree on all facets

of their design. They have been named according to the

classifications that are given the voice for the period of

the mutation process.

The alto-tenor plan has been in operation longer than

any of the other plans. It also has been tested on a wide

scale, and has been found useful in the general music class.

If four-part music is desired, it provides an excellent

third part, the classification being soprano, alto, alto-

tenor, and baritone. The alto-tenor plan works well for

gradually changing voices, A great deal of music has been

arranged for the plan, the wide selection of published music

being a strong point in favor of the alto-tenor plan. It

accepts a general range of an octave, g-g', giving it a rather

limited gamut. This is a point of disapproval by many music

educators.

The counter-tenor plan is suitable for the all-male

church choir since it solves the balance problem of the alto

49
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section by providing a continual supply of voices for the

alto part, adult male altos being so rare and as a rule

unacceptable to most American choirmasters. This plan may

not be as suitable for school choirs, however, since boys at

this age desire to grow into manhood as quickly as possible,

acquiring the man's voice. They do not care to develop their

treble voices to a greater extent when their newly-found

changing voices are available for exploration.

The cambiata plan has been accepted on a wide scale by

American schools. A scheme of separating the cambiate from

the unchanged and changed voices has been devised and is

dependable. The plan has a voice range of f-c", a wider

range than the alto-tenor classification. The cambiata plan

has a large amount of available published music, much of it

arranged by Irvin Cooper, developer of the plan. The

arrangements are often dulled by excessive use of pattern

repetition in the harmony parts and distracting counter-

melodies or descants. The plan is especially good for slowly

changing voices and it is arranged for almost any classroom

situation, from the use of unison songs to four-part mixed

chorus with optional descant.

The baritone plan could be more widely adopted than it

is now since it employs quickly changing voices, which are

always numerous in the junior high school. It does not,

however, make provision for the third part of four-part music

for mixed voices.
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The non-choir plan was developed to fit the philosophy

that a whole school could participate in the performance of

one of the great choral works. The function of the non-choir

is to reinforce another part, singing an octave higher or

lower.

The six-part classification plan covers most voice

ranges, but it is hindered because there is very little

published music for it.

While the Swanson study does not present a completely

developed plan, it does have merit in its findings. A greatly-

improved attitude toward music on the part of the experimental

boys was evidenced. The study used special arrangements of

music for the boys voices in their different stages of

mutation and it presented to the boys an excellent under-

standing of the adolescent male in the stages of puberty.

In reviewing the plans McKenzie says that "all have one

thing in common, namely, each follows the comfortable range

policy; any plan that follows this policy is a safe one to

use" (2, p. 135). These plans are methods of adapting music

to a teaching situation and their techniques are valid only

if the teacher is competent and is aware of the benefits and

shortcomings of each of them.

An erudite controversy of semantics and generalizations

does not help the boy whose voice is changing when teachers

cannot agree upon such things as what constitutes an
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alto-tenor, cambiata or changing voice. That problems exist

in the area of junior high school music is indicated in the

Surcebook of the Music Educators National Conference:

"There is a sincere concern for the validity and effectiveness

of music teaching in the junior high school. Many suggestions

indicate that little uniformity prevails in practices and that

some basic concepts are at variance" (3, p. 9).

The authorities are few concerning the changing voice,

their opinions are varied and sometimes quite controversial.

Careful research and method development is needed. It would

seem helpful if the music educator considered the actual

function of the human voice. Redfield says: "The lack of

information about the action of the human voice and the extent

of the misinformation concerning it is amazing; and misinformation

is infinitely worse than ignorance" (4, p. 264).

It must be realized that ensembles of changing voices

will not sound like treble choirs, nor will they sound like

ment s choruses. They will have a quality and resonance of

their own which is quite unique and pleasant. The changing

voice when used with treble and bass parts combines to make a

warm, mellow sound. Changing voices do not have a wide range

of volume, but they will sing with color and resonance when

properly trained.

It is important that music educators be made aware of the

possibilities of the changing voice in the ensemble in the



53

junior high school and to understand the proper training and

management of these voices.

Intelligent, informed teachers must be available who

will watch for symptoms that indicate the advisability of

moving students to other voice parts. Junior high school

music teaching requires special training and a creative

personality. Those having these qualifications should be

encouraged to enter the junior high school field. Special

emphasis should be placed on education courses dealing

directly with junior high school. Vocal directors should

familiarize themselves with all research and experimentation

available concerning the changing voice.

The junior high teaching position should not be

considered a temporary situation, but an area where a great

amount of personal satisfaction may be obtained through

helping young people mature vocally and forming positive

attitudes toward music. The vocal training of adolescent boys

should be considered a period of voice preservation or

conservation, not one of considerable performance. Wholesome

attitudes toward music are started in junior high school.

The manner in which music is presented to adolescents forms a

challenge to the most experienced teacher. It requires much

original thought on the part of the teacher to adapt teaching

methods to individual situations.

The problem of properly training and informing music

educators regarding the limitations and possibilities of the
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changing voice is arousing concern in American colleges and

universities. In a recent survey and analysis of the problem

of junior high school music, the following findings are

noteworthy in view of the preceding discussion:

According to college music educators, the five
most important problem subdivisions in descending
order of importance, were as follows: (a) How to
handle boy changing-voice problems. (b) How to
handle problems of the general music class. (c)
How to guide student interest outside of school.
(d) How to treat sight-singing. (e) How to plan
the curriculum for the general music class (3, p. 18).

Recommendations

Based on the findings of this research, these recom-

mendations are submitted:

Recommendations for Researchers

1. There is a need for more speech research directed

toward the adolescent voice.

2. There is a need for clarification of terms defining

the boy's changing voice.

3. More physiological research concerning the boy's

changing voice is needed. This research could perhaps

explain why some boys' voices change suddenly and erratically

while other boys voices mutate more slowly and regularly.

4. There is need in the vocal profession for more

extensive and dependable information regarding the mechanical

action of the human voice as a musical instrument.
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Recommendations for Teachers

1. A quicker recognition of the changing voice, a better

understanding of its range, qualities, and limitations is

desirable.

2. Teachers should acquire a workable knowledge of

classification techniques for changing voices.

3. More teacher training institutions should offer

classes that would develop skills in arranging and composing

for changing voices.

4. A realization of the capabilities of the changing

voice is needed.

5. Teachers in the junior high schools should have

comprehensive knowledge of the available music arrangements

and compositions for changing voices.

Recommendations for Publishers,
Composers, and Arrangers

1. More music should be arranged and published suitable

for changing voices. There is an available market for these

arrangements.

2. More original music should be composed for changing

voices.

Perhaps Irvin Cooper best stated the possibilities and

description of the cambiata or changing voice when he said:

"The status of the cambiata has a parallel in the building of

King Solomonts temple--'That which was cast aside, the same

is now the corner stone"' (1, p. 23).
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APPENDIX A

No. Title and Publisher Voice Scope Accompa-
Arranger and Source Arrange- niment

ments

"Steal
Away"
spiritual
arranger- -
Cooper

"Bagpipe

Chorus"
Bach
arranger- -
Cooper

"Marching
Through
Georgiatt
by Henry
iork
arranger--
Cooper

"Ezekiel
Saw de
Wheel"
spiritual
arranger--
Cooper

"Matona"
Orlando
Lasso
arranger- -
Haydn M.
Morgan

Carl Fischer
.Og .for
fr-Teentime
0 3953
85*, 47pp.
23 selections

Carl Fischer
More Tunetime
for Teentime
0 4228
$1.00, 47pp.
17 selections

Gordon V.
Thompson, Inc.

ison Son &4

75*, 56pp.
30 selections

Bourne, Inc.
Sing On&e--
S$ing AlII
85*, 64pp.
12 selections

Summy-Birchard
Company
Glee ltsic for

chool Boys
$1.50, 63pp.
48 selections

Soprano
and
Cambiata

Soprano
Cambiata
Baritone

unison

Soprano I
Soprano II
Cambiata
Baritone

Alto I
Alto II
Alto--Tenor
Baritone

f --a'i

a--at

a--c"
and
A--c'*

bf #f"

be --gt

b--f# '

A--a

yes

yes

yes

yes

no
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2.

3.

4.

5.
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No. Title and Publisher Voice Scope Accompa-
Arranger and Source Arrange- niment

merits

"Ave Maris
Stella"
Balthasar
Florence
arranger-e-
Haydn M.
Morgan

"Go Tell
It on the
Mountain"
arranger--
Forsblad

tEvery

Night "
mountain
blues
arranger--
Edward
Rigs

Hall & McCreary
Corporation

Songs for
Young Gle pn

65#, 63pp.
32 selections

Pro-Art
Publications
75#, 32pp.
10 selections
Just for

fBourne, Inc.
The Junior High

60 28pp.
22 selections

Higher
Unchanged
Lower
Unchanged
Changed

Soprano
Alto-Tenor
Baritone

Soprano
Cambiata
Baritone

a--at

C -am s
... d.w

eV.--d f

no

optional

no

6.

7.

8.

I__. 1 1s



APPENDIX B

ENSEMBLE MATERIALS EMPLOYING BOYS?

CHANGING VOICES

1. Ades, Hawley, arranger, I _t fke Music, Shawnee Water
Gap, Pennsylvania, 1959, $1.50, 32 songs, 96 pp.

2. Anderson, Arthur Olaf, arranger and editor, Sinc, Me
Sijgj, Minneapolis, Schmitt, Hall and McCreary,
1940.

3. Bartholomew, Marshall, editor, Book of Men's Trios,
Bryn Mawr, Pennsylvania, Theodore Presser Co.
1934, 75*, 80 pp.

4. , Ten Glee , Madri Kai. and
Airs fr inThree-prti Chorus of Men's Voices, New
York, Music Press, Inc., 1949.

5. Barton, Clement, arranger, Especially _for Youth, New
York, Pro-Art Publications, 50, 15 songs.

6. Bridgeman, William C., editor, Basic Sog for Male,Voice, New York, American Book Co., 1936, $1.40,
314 pp.

7. Cain, Noble, arranger, Part Sngs for Junior Hi, New York,
Harold Flammer, 1960, $1.00, 14songs 40~pp.

8. Cooper, Irvin, arranger, Accent on SiLan, New York,
Charles H. Hensen, Corp., 1955, 85*.

9. , Descants for Junior High
Singing, New York, Carl Fischer, Inc., 85*.

10. , H furns for j. jime, New York,
CalFischer, Inc., $1. 25.

11. ___si er,,_____ , Mo re Tune tim e for Teentim e,
New York, Carl Fischer, Inc., 19617l.00.
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12. ,Sin BsSing, sg i, New York, Carl
Fischer, Inc., 85*.

13. , QSing mSinAg AI, New York,
Bourne, Co., 1954.

14. Songs for Pre-Teentime , New
York, Carl Fischer, Inc., 1956, 85*.

15. , Teen-4 geSogs, New York, Carl
Fischer, Inc., 1952, 850, 22 songs, 55 pp.

16. , Tunetimefrr 2Teentime, New York,
Carl Fischer, Inc., 1952, 850.

17. , Unison Songss for _Teen-.Age Boys,
Niagra Falls, N. Y., Gordon V. Thompson, Inc., 1949,
60*, 56 pp.

18. , Yuletime fo.r. Teentime, New
York, Carl Fischer, Inc., 1954, 850, 47 pp.

19. Ehret, Walter, compiler and arranger, Choral TTie, New
York, G. Schirmer, Inc., 1956, $1.00.

20. , arranger, Let's Sing Together, New York,
Belwin, Inc., 1956, Book 1, 40 pp., Book II, 36 pp.,
75 each.

21. , editor and arranger, Mujic Everywhere for
S. A, T. (CambiatajB,., Oceanside, N. Y., Boosey
and Hawkes, 1956.

22. , arranger, Sing e to God, New York, Carl
Fischer, Inc., $1.25.

23. , arranger, Teen Cr ,New York, Boosey
and Hawkes, Co., 1955, 50*.

24. , arranger, Teen in for S. A. (Cambiata) B.,
Oceanside, New York, Boosey and Hawkes, Inc.

25. Ehret, Walter, and Gardner, Maurice, arrangers, Four In
aermony, Great Neck, N. Y., Staff Music Publishing

Co., $1.00.

26. Hi and
jq, Great Neck, N. Y., Staff Music Publishing Co.,
1958, 20 songs, 48 pp.
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27. , Melody

and Harmony, Great Neck, N. Y., Staff Music
Publishing Co., $1.00.

28. , Three
In Song, Great Neck, N. Y., Staff Music Publishing
Co., $1.00.

29. Foltz, David, and Murphy, Arthur, arrangers and editors,
Descants to Songs for Fun, New York, Mills Music
Co., 1952.

30. Forsblad, Leland, arranger, Junior Qiaii Program Book,
Westbury, L. I., Pro-Art Publications, Vol. 113,
10 songs.

31. , Just for Young Men, Westbury,
L. I., Pro-Art Publications, 1959, Vol. 485, 850.

32. , i2" e Songster, Westbury,
L. I., Pro-Art Publications, 1959, Vol. 362, 11 songs.

33. Gardner, Maurice, arranger, Tunes for Two or Three,
Great Neck, N. Y., Staff Music Publishing Co.,
1961, $1.00, 14 songs, 48 pp.

34. , The Young Charlier , Great
Neck, N. Y., Staff Music Publishing Co., #234, $1.00.

35. Gearhart, Livingston, arranger, Belles andBeaus, Delaware
Water Gap, Pa., Shawnee Press, Inc., 1957.

36. , Gentlemen songsters,
Delaware Water Gap, Pa., 1959, $1.50, 43 songs,
96 pp.

37. Gibb, Robert W., and Morgan, Haydn M., arrangers and
editors, Gl ee sic, Evanston, Ill., Summy-Birchard
Publishing Co., 1937.

38. Glenn, Mabell, and French, Virginia, The Glenn Glee
Club Book for Boys, New York, Oliver Ditson, 1927.

39. Goodhart, Luther W., and Callahan, W. J., editors and
arrangers, Sin, Meni, New York, Bourne, Inc.,
1957, 850, 16 songs, 48 pp.

40. Goward, Barbara E., editor, .el i .gd Harmonize, Boston,
Boston Music Co., Books I and II, 1949 and 1954
respectively.
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41. Holmes, Lee, arranger, Siay A 2ag, New York, Pro-Art
Publications, Inc., 85 , 12 songs.

42. Isaac, Merle J., arranger, Junior Choral Collection,
New York, Carl Fischer, Inc., 1954.

43. Kirk, Theron W., arranger, Songs for Young Mn,
Westbury, L. I., Pro-Art Publications, 1956, 850,
63 pp.

44. Krone, Max and Beatrice, arrangers, Songs fro Many
Ladi, Book IV, Park Ridge, Ill., Neil A. Kjos Music
Co., 1946.

45. Lefeyre, Channing, arranger, Fourteen F ol Tunes for
You a Men, New York, Galaxy Music Corp., 1947.

46. , Qld Carols for Young ,
New York, Galaxy Music Corp., 1945.

47. Malin, Don, compiler and editor, Aeolian Chorus Collection
for Young Men., Chicago, H. T. FitzSimons, Co., 1936.

48. Morgan, Haydn M., editor, Songs for Yon Gleemen,
Minneapolis, Schmitt, Hall and McCreary Co., 1948,
63 pp.

49. Probst, Ella M., and Bergquist, J. Victor, compilers,
arrangers, and composers, First Chorus Book for
Boys, New York, G. Schirmer, Inc., 1939-

50. Rhea, Lois and Raymond, compilers, Jrni-Senior Hi In
Song, New York, Bourne, Inc., 1959.

51. Richardson, Allen L., and Frackenpohl, Arthur R.,
compilers and arrangers, Patterns in Sound, New
York, M. Witmark and Sons, 1956.

52. Riegger, Wallingford, arranger, Harold Flamer Choral
Collection for Two-_% By Vcjs&A, New York,
Harold Flammer, Inc., 1939.

53. Riggs, Edward, arranger, The Junior Hi Chorister, New
York, Bourne, Co., 1958.

54. Siegmeister, Elie, and Wheeler, Rufus, arrangers, Lift
EverjVo , New York, Carl Fischer, 1955.
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55 , Singing
Qswn the Road, Boston, Ginn and Co., 1947.

56. Staples, R., arranger, Letts ing frtf, New York, Mills
Music Co., 1957, Books I and II.

57. Thompson, Carl 0., and Dieterich, Milton, Easy Songs for
Boys, Evanston, Ill., Summy-Birchard Publishing Co.,
1955.

58. Tkach, Peter, arranger, The TeenAge Singer, Park Ridge,
Illinois, Neil A. Kjos Music Co., 1952.

59. Vandevere, J. Lilian, and Hoppin, Stuart B., editors,
Birchard Choral Collections: Number Two for Male
Voices, Evanston, Ill., Summy-Birchard Publishing
Co., 1953.

60. Vandre, Carl W., composer, Sn and Le Music, Book III,
New York, Mills Music, Inc., 1949.

61. Vernon, Mary Strawm and others, editors and arrangers,
Choruses for Changing Vces, Minneapolis, Schmitt,
Hall and McCreary, Co., 1936.

62.
frl rongs r jChngin , Minneapolis,
Schmitt, Hall and McCreary, Co., 1936,

63. Wheeler, Rufus A., and Wadsworth, Robert W., arrangers,
For Boys Onl, New York, G. Schirmer, Inc., 1959,

64. Whitner, Mary Elizabeth, arranger, TheC Qoper Scmare
Choriter, New York, Carl Fischer, Inc., 1955.

65. Wilson, Harry R., arranger, Soprano-Baritone Choruses,
Minneapolis, Schmitt, Hall and McCreary, Co., 1939.

66. , ThQe-Part Chores for Male
3ofcfs, Minneapolis, Schmitt, Hall and McCreary,
Co., 1939,

67. Wright, Don, compiler and editor, Youthful Voices, Books I,
II, and III, New York, Robbins Music Corp., 1954.
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