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ABSTRACT 

 The purpose of this study is to determine appropriate choral literature for the 

adolescent male.  Historically, scholars have focused on the lowering of the maturing 

male voice into the newly-formed chest register.  During the change process, the male 

voice is unpredictable and can have a limited range.  While a vast amount of repertoire 

for the adolescent male accommodates this downward progression and anticipates the 

narrow range, most adolescent boys are, in fact, capable of singing pitches above the 

chest register. 

 Registers will be identified in this study.  Discussion will pertain to registration 

shifts between chest register, head register, and falsetto in the adolescent male.  I will 

investigate the use of the head register, which is a legitimate and vital component in 

healthy singing during adolescence.  I will then compare registration to the historical 

knowledge of the male changing voice, which focuses mostly on the range and 

development of the newly-forming chest register. 

I will apply the concept of registration to choral repertoire taken from the 2005 

and 2007 American Choral Directors Association (ACDA) national convention reading 

session packets.  I will identify music that best and least facilitates the use and mixture of 

head-register and chest-register singing.  Music for treble voices in various combinations 

(SA, SSA, SSAA, etc.) and three-part mixed music (SAB) will be examined.  Each 

category presents a set of advantages and disadvantages for the adolescent male.  Specific 

musical examples will illustrate the discussion.  Careful repertoire selection with 

registration as a criterion is a key factor in unlocking male singing potential during 
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adolescence.  Although boys have unpredictable ranges, as it will be shown, registers are 

constant. 
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CHAPTER 1.  INTRODUCTION 

 

 Appropriate music selection for the adolescent male voice is a polarizing topic 

among music educators.  Boys often experience volatile voice change at different times 

throughout the middle school/junior high school years.  Choral conductors who work 

with adolescents have struggled with how to deal with the dramatic lowering of the male 

voice range. 

Specialists from different perspectives disagree about how to guide maturing 

adolescent males in choir.  The emphasis has been on the lowering of the voice, which is 

unpredictable for each individual boy and difficult to isolate within an ensemble.  This 

method of exclusive lower-voice singing does not allow young males to use the high 

voice through the change.  Music choices are limited when considering only the 

unpredictable emerging adolescent range.  Choir directors are challenged to find the most 

appropriate repertoire that will facilitate the boys‘ vocal needs, while providing music 

that will both challenge and gratify.  It is an arduous task to find music that addresses the 

individual needs of each boy, but is still appropriate for the ensemble. 

 Range is a major focus for most choirs, but registration is associated with choral 

traditions.  The English cathedral choir timbre, for example, features treble voices with a 

light, ―flute-like‖ quality (also known as head voice) until their voices break.
1
  By 

                                                 
1
 The term voice ―break‖ commonly refers to the adolescent male voice change.  The treble, head-

tone voice range is replaced with the emergence of the new, erratic chest register.  One can read the many 

biographies of composers and observe how their boy choir careers ended when their ―voices broke.‖ 
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contrast, adolescent singers on the European continent use both registers, namely the 

―heavy‖ and ―light,‖
2
 or chest and head registers.

3
 

In major American cities, large church choral programs followed the English 

cathedral choir model through the twentieth century.  When a boy began to go through 

vocal change and use the unstable, chest-register notes, he would have been given a 

different task in lieu of singing until his voice settled.  To help the choir director, 

handbooks and articles addressed ranges and pedagogical methods for unchanged and 

adolescent boys‘ voices.  Range was still the focus over register, since it was simpler to 

define.  Either a boy had notes to sing or he didn‘t.  Felicity Laurence argues: 

…most studies omit any mention of head or chest register, when in fact each is 

available even to tiny children, as confirmed by observation of very young 

children‘s spontaneous, improvised singing, which shows that they can manifest a 

very high voice.  Each register yields its own vocal range, and while the lower 

chest-voice range tends to be very limited in small children, many of whom find it 

difficult to reach notes below c¹ [C4],
4
 the head-voice range extends in most 

children rather higher than indicated in conventional studies and than commonly 

believed.
5
 

 

                                                 
2
 G. Edward Stubbs, Practical Hints on the Training of Choir Boys (New York:  Novello & Co. 

Ltd., 1897), 37-38. 
3
 Timothy Day and John Potter, ed., The Cambridge Companion to Singing, (Cambridge:  

Cambridge University Press, 2000), 125. 
4
 Music Dictionary Online, s.v. ―Octave,‖ http://www.dolmetsch.com/defso.htm (accessed August 

29, 2008).  Bass C (c) in this document will be labeled C3, Middle C (c¹) is labeled C4, Treble C (c²) is 

labeled C5, etc. 

 
5
 Felicity Laurance and John Potter, ed., The Cambridge Companion to Singing, (Cambridge:  

Cambridge University Press, 2000), 221. 
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In order to make the best repertoire selections for adolescent males, conductors 

need to have a greater understanding of voice registration.  Properly utilizing registers 

will equip boys to sing more pitches and more music successfully during maturation.  

Through a review of voice pedagogical terminology below, I will identify registers that 

adolescent male voices commonly possess.  I will compare registration with range, which 

will be discussed in Chapter 2.  I will also explain the difference between head register 

and falsetto.  Many directors mistakenly consider these two registers to be the same.  I 

will take registration into account when examining choral repertoire chosen from reading 

session materials from the American Choral Directors Association 2005 and 2007 

national conventions in Chapters 5 through 7.  The discussion will pertain to finding the 

appropriate voicing that will match the singing capabilities of the adolescent male singer 

and also identify challenges that would restrict his singing experience.  I will delineate 

how I applied my understanding of registration through rehearsal and performance during 

my lecture-recital process with the St. John Lutheran School Boys‘ Choir of Wheaton, 

Illinois.  I will illustrate the successes and challenges throughout the repertoire 

discussion.   

All of the adolescent boys in the Boys‘ Choir at St. John Lutheran School were 

able to sing two-part and three-part treble music in head register, which will be discussed 

below, and transition into the newly-developing chest register, the new ―manly‖ voice.  

While boys may not know exactly how to use this new voice, directors need to 

understand that the old voice (head register) still exists and can be useful during the 

transition into a mature, changed voice.  Repertoire selection and register development, 
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which were addressed in my lecture-recital, are based on the work of Henry Leck, 

founder and artistic director of the Indianapolis Children‘s Choir.  Leck developed an 

approach for boys to sing through adolescence under the moniker, the ―expanding voice‖ 

method, which will be identified and described in Chapter 3. 

Register is not defined consistently by voice experts.
6
  The debate pertains to the 

number of registers that exist in the voice and the use of falsetto.  In this study I will 

provide an overview of the research on this topic, and will use the terminology 

consistently in this document when referring to registration in the adolescent male voice. 

Clifton Ware defines a register as a ―series of consecutive, homogeneous tone 

qualities, the origin of which can be traced to a special kind of biomechanical (muscular) 

action.‖
7
  After Manuel García‘s invention of the laryngoscope in the nineteenth century, 

his scientific research of vocal fold vibration brought the discussion of this definition of 

register to the forefront.  Prior to that, teachers and singers relied upon aural 

discrimination, and identified physical, resonant sensations in the head, throat, and chest 

areas of the body for pedagogy and practice.  Through the scientific advances of 

soundwave analysis and autolaryngoscope testing, there is a greater understanding of 

register shifts.  Despite the scientific discussions, there is still no consensus regarding 

how many registers exist in a singer. 

William Vennard, like García, used the most advanced scientific equipment 

available to him to study what happens during phonation and register shifts.  For the 

                                                 
6
 Johan Sundberg, The Science of the Singing Voice, (DeKalb:  Northern Illinois University Press, 

1987), 51. 
7
 Clifton Ware, Basics of Vocal Pedagogy, (Boston:  McGraw-Hill Companies, Inc., 1998), 281. 
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trained voice, he concludes that there are three common approaches to register concepts.  

Vennard defines the ―realistic approach,‖ as the head, middle, and chest registers of the 

voice.  His two-register, ―hypothetical approach‖ theory, is a four-octave range with two 

octaves of ―light mechanism‖ (head register) and two octaves of ―dark mechanism‖ 

(chest register).  The lower octave of the ―light‖ and the upper octave of the ―dark‖ can 

mix together.  His one-register concept, the ―idealistic approach,‖ pertains to the voice 

being seamless and controlled without any breaks.
8
  For the male voice, Vennard states:  

―The more sensitive one becomes register-wise, the more registers one is likely to isolate, 

but we may generalize and say there are three.  In a man‘s voice these are most frequently 

called ‗normal, or chest,‘ ‗head,‘ and ‗falsetto.‘‖
9
  The falsetto is the ―unused register‖ for 

the beginning male singer.
10

  Vennard describes this register as the abrupt, light sound 

that occurs when a male sings in the range above his preferred chest register.  The 

untrained singer normally sings in the chest, or ―heavy‖ register, which is commonly 

associated with sounding masculine.  Since the falsetto register is light, it is commonly 

avoided. 

Richard Miller, another voice pedagogy expert, combines scientific findings with 

historical terminology in his discussion of registration: 

Register terminology should be carefully chosen.  ―Breaks‖ and ―lifts‖ may well 

refer to existing register phenomena in a voice, but psychologically they tend to 

point up the divisions between registers rather than their unification.  Although it 

is obvious that in the terminology of the Italian School there are also reminders of 

divisions, that terminology takes on a more gentle implication with its reference 

                                                 
8
 William Vennard, Singing:  the Mechanism and the Technic, (New York:  Carl Fischer, Inc., 

1967), 69-73. 
9
 Ibid., 69-73. 

10
 Ibid., 76. 
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to register transition points as primo passaggio and secondo passaggio, with the 

zona di passaggio (the passing zone) lying between.
11

 

 

The voce di petto (chest voice) is a ―vocal timbre produced largely by the vocalis activity 

of the vocal folds; the ‗heavy mechanism‘.‖
12

  The voce mista (mixed voice) is ―a 

descriptive term that refers to the vocal timbre in the zona intermedia (zona di passaggio) 

where elements of voce di testa [head voice] greatly modify action of the ‗heavy 

mechanism‘.‖
13

  The voce di testa is ―a marked diminution of ‗chest voice‘ activity in this 

range.‖
14

  Miller associates these registers with healthy singing. 

An additional register Miller discusses is Strohbass, also known as Schnarrbass, 

which is ―a register in the male voice that lies below the normal pitches used in speech or 

song.‖
15

  It exists to produce pitches that one normally cannot reach with the chest 

register, and individual instruction should be given in order to develop this range without 

doing damage to the voice.
16

  Singers may utilize this register in the choral setting, 

especially by the time they have matured, whether or not they intended to use this 

register.  I will transfer Schnarrbass to Chapters 5 and 6 when referring to boys that 

attempt to sing pitches at the extremely low end of their ranges.  While these boys may 

not sing with pitch accuracy, they will be practicing this register intuitively. 

Like Vennard, Miller also draws a distinction between falsetto and head register.  

He explains that falsetto is not identical to the mechanical action of the legitimate, head 

                                                 
11

 Richard Miller, The Structure of Singing, System and Art in Vocal Technique, (New York:  

Schirmer Books, 1986), 115. 
12

 Ibid., 313. 
13

 Ibid. 
14

 Ibid. 
15

 Ibid., 312. 
16 

Ibid., 125. 
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voice.
17

  In the head voice, cricothyroid action increases, the vocal folds lengthen and 

change contour, and less vibration occurs in the vocal mechanism.
18

  Miller states that in 

falsetto: 

…the folds vibrate and come into contact only at the free borders and that the 

remainder of the folds remains relatively firm and non-vibratory.  Furthermore, 

the folds appear long, stiff, very thin along the edges, and somewhat bow-

shaped.
19

 

 

He explains the falsetto as a register that can exist at any pitch level in head register.  The 

difference between the two registers is the timbre and muscular action previously 

described.
20

  The falsetto will have a thinner tone quality with the absence of vibrato.  

The head register, by contrast, will have a richer tone and may include vibrato, similar to 

the chest register.  The disadvantages of singing in falsetto are laryngeal muscular tension 

and excess air that escapes while in this register.
21

 

Registration shifts occur at different pitch levels from singer to singer, depending 

on one‘s physical construct and muscular abilities.  While pitch levels are determined 

eventually by voice part (variations of soprano, alto, tenor, or bass), some experts have 

specified possible pitch levels where young singers may shift registers. 

Kenneth Phillips, a children‘s voice specialist, identifies three registers in the 

child‘s unchanged voice: the upper (head voice), lower (chest voice), and middle 

(combination of head and chest).
22

  The chest register generally begins at C4 and extends 

                                                 
17 

Ibid., 120. 
18

 Ibid., 118. 
19

 Ibid., 121. 
20

 Ibid., 123. 
21

 In addition to Miller, other prominent voice experts such as William Vennard, Ingo Titze, and 

Clifton Ware, et al. discuss falsetto and draw similar conclusions about its strain on the singer. 
22

 Kenneth Phillips, Teaching Kids to Sing, (New York:  Schirmer Books, 1996), 43. 
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downward.  Children can also extend the chest register above C4, but a shift into the 

middle register may occur at any pitch level between C4 and F#4.  According to Phillips, 

singers could mix those two registers within this range, which he calls the ―middle 

adjustment.‖
23

  The same process occurs when children sing above F#4, mixing the 

middle register with the head register up to C5, at which point children would then be 

singing in head register.  As boys develop through adolescence, Phillips adapts the 

registration: 

Boys with changing voices need to abandon their prepubertal mixed voices in 

favor of a two-register production:  lower from approximately [D4] downward 

and upper from approximately [E4] upward to [C5].  If both registers are well 

supported and firmly established, the adolescent boy will shift easily between 

these voices, without the strain so often noted in the top voice.  The upper register 

must be sung lightly, but not in falsetto…All voices, however, should exercise in 

both register productions, lower and upper.
24

 

 

Phillips draws the line between these two registers at around D4/E4, and suggests the use 

of the upper register when singing above D4.  He advocates delaying register mixing 

until, after years of guided practice, singers emerge into adult voices, using the upper 

register to cultivate a true passaggio, or mixed register.
25

 

Denes Striny, a voice pedagogue and performer, also validates the differentiation 

between the head and chest registers, which starts from childhood: 

The pitch range of the falsetto/head texture is from first line treble E-flat [E¨4] to 

the top of one‘s voice.  Below E-flat exists the chest register, but never above it.  

For every child of any age or nationality—before constriction enters—this is the 

way the voice works.  We hear this when a child starting on the third line space 

treble C [C5] sings downward to middle C [C4].  As a child passes from E to D, 

                                                 
23

 Ibid., 44. 
24

 Ibid., 51. 
25 

Ibid., 50-51. 
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the voice drops from the head into the chest register.  This is true for both male 

and female voices.  This natural order of registration does not change with 

puberty; the register expands and fills out both physically and texturally.
26

 

 

Striny advocates singing in the head register to support healthy singing.  If descending 

into chest register, then the head voice can mix into the chest register.  The same process 

can also occur when ascending from the chest register into the head voice, which would 

result in the ―Broadway Belt.‖
27

 

 The actual pitch between head and chest registers will differ slightly among 

individual adolescent voices.  According to Denes Striny and Kenneth Phillips, however, 

the area between D4 and E4 is where the register shift will occur, either from head to 

chest or chest to head.  The way in which a male adolescent singer approaches a phrase of 

music in this narrow pitch area will affect the quality of singing.  Approaching the chest 

register from the head register will encourage him to sing in a healthy, successful manner. 

Many choral specialists suggest no difference between falsetto and head register.  

Vocal pedagogy experts referenced in this chapter draw clear distinctions.  The registers 

discussed in this document will include chest, head, and falsetto.  The head register, not 

falsetto, is the register that adolescent boys can and must use when singing repertoire in 

middle school/junior high school. 

Listening to individuals sing is the most effective way to discern head-register 

singing from falsetto singing.  Determining whether or not individuals are singing in head 

register or falsetto within the ensemble is next to impossible.  Conductors observe visible 

                                                 
26

 Denes Striny, Head First—The Language of the Head Voice:  A Concise Study of Learning to 

Sing in the Head Voice, (Lanham:  Hamilton Books, 2007), 7-8. 
27

 Ibid., 61.  
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signs of strain in singers as a symptom of unhealthy singing.  Directors will want to 

encourage healthy singing for the boys, especially as the new chest register develops.  

Instilling the practice of singing in falsetto, as explained by Richard Miller, would be 

detrimental to an adolescent singer.   

There is a difference between range and register.  While range is the most 

consistent form of vocal identity, singing with an understanding of registers can 

strengthen and expand one‘s range.  Adolescent male ranges are typically identified only 

in the chest register.  As the chest register is the focus, the head register is often ignored, 

and repertoire is chosen based on the unstable development of the chest register.  A 

greater understanding of utilizing the head register as the voice lowers will have a 

significant impact on the director‘s choice of repertoire. 
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CHAPTER 2.  HISTORICAL PERSPECTIVES  

OF THE MALE CHANGING VOICE 

 

A vast amount of choral repertoire composed prior to 1750 was originally sung 

only by males.  Following the Edict of Milan (A.D. 313) and the consequent 

legitimization of the Christian Church, males in monastic communities sang literature 

including early chant, organum, and other genres.  As textures expanded, boys with 

unchanged voices were needed to sing the treble parts.  Men with fully changed voices 

sang the tenor and bass parts.  Males could also sing the counter-tenor or alto part in the 

head register and sing through the passaggio into the chest register.  It was inevitable, 

except in the case of castrati, that boys would leave choir as soon as their voices broke.  

They would return to sing as counter-tenors, tenors, and basses once their voices 

stabilized. 

Most choral repertoire through the baroque period was composed for male voices.  

The alto part in William Byrd‘s ―Ave verum corpus,‖ for example, is in an extremely low 

tessitura for female voices but not for a counter-tenor, or an adolescent male using both 

head and chest registers (Musical Example 1).  Males can transition smoothly between 

the head and chest registers in order to sing the alto part, as this tessitura straddles both 

registers.  The alto part leaps from B¨3 to F4 in measure 32.  Singing this would require 

baritones and basses to shift from chest to head register.  The step-wise descent in the rest 

of the phrase allows the singer to shift from the head register down to the chest in 

measure 33.  
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Musical Example 1, ―Ave verum corpus‖ by William Byrd, mm. 31-35 

 

This motet was performed in my lecture-recital by Männerchor, the male choral 

ensemble at Concordia University Chicago.  Many of the men were enthusiastic about 

singing the treble parts.
28

  Since all of the men were fully-changed voices, the register 

shift experience was different for everyone.  Those that sang the soprano part in this 

motet used the head register exclusively.  Most of the men who sang the alto and tenor 

parts were able to mix both registers in the manner explained by Vennard and Miller in 

Chapter 1.  The alto and tenor parts require a register shift in measures 31 through 35 

(Musical Example 1). 

In the nineteenth century, music became part of public education in the United 

States, and boys and girls sang together.  Repertoire was needed for both unchanged and 

changed voices.  The Laurel Music Reader, Song Book for Boys, and Junior Songs were 

                                                 
28

 The members of Männerchor understood the concept of all-male SATB groups, and have heard 

performances in this manner, such as concerts and recordings by The King Singers and Chanticleer. 
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available resources used to deal with adolescent singers in their various voice changes.
29

  

Boys with unchanged voices sang comfortably with the girls in treble-range singing.  As 

boys experienced voice change, the head register was abandoned as the chest-register 

range developed.  Music teachers faced challenges in integrating adolescent males with 

the rest of the students. 

As published choral repertoire was in short supply, directors mostly arranged and 

composed music to accommodate the changing male voice.  Throughout the 1960s and 

1970s there was a call to compose and arrange more choral repertoire for the changing 

voice. The choral publishing industry answered that call, encouraging the composition of 

a large body of appropriate repertoire (See Appendices for examples). 

Repertoire today is composed for many voicings:  SATB, SAB, SSA, SSAA, 

TTB, etc.  After female voices fully change, they are still designated either sopranos or 

altos.
30

  Males can sing either soprano or alto when their voices are unchanged, but they 

need time to evolve into fully-emerged tenors and basses.  For example, one boy may be 

able to sing alto until he is fifteen years old and another boy may become a bass at the 

age of thirteen.  It is difficult to compose and arrange music for voices that experience 

such disparate and volatile changes. 

Teachers use many approaches to dealing with the boy‘s changing voice today, 

and these approaches affect the choice of repertoire.  There has been great debate on 

appropriate repertoire selection and voice-part designations to accommodate the male 
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changing voice.  The main issue is the appropriate use of SAB, SAT, and cambiata
31

 

voicings.  SATB repertoire is used by changed voices in middle and high school if there 

are enough males to balance the females.  Irvin Cooper invented the cambiata method, 

which will be described below. 

During the twentieth century adolescent male ranges were systematically 

categorized, but with considerable disagreement among those who did so.  Duncan 

McKenzie suggests in his book, Training the Boy’s Changing Voice, that boys transition 

from the unchanged to changed voices by following the alto-tenor plan.
32

  The plan 

moves the boys sequentially from the soprano part as an unchanged voice to the alto, as 

singers increase music-reading skills.  Boys then move to the tenor part as the chest 

register develops.  The alto-tenor voice could sing in the tenor range, but has a lighter 

quality than a mature tenor.  McKenzie describes the need to help boys transition from 

the head register to the new chest register.  He explains the process of developing the 

chest register in a young bass.  In his quote below, McKenzie describes registers as either 

―falsetto‖ for the head register or ―changed voice‖ and ―bass range‖ for chest: 

The lower part of the unchanged voice which remains should now be called the 

falsetto voice.  This part becomes the upper part of the bass voice as it develops 

and matures tonally.  If a boy were not to use the lower part of his falsetto voice 

for some time, the upper notes of the bass range would be difficult to produce as 

they began to develop.  On the other hand the boy who has been trained to master 

the technique for passing from the old voice into the new, and vice versa, does not 

have difficulty.  The basis of the training to develop the upper bass range is 

downward vocal exercises, but instead of bringing the falsetto voice down as low 

as possible, the aim should be to pass into the changed voice as high as possible.  

As the voice matures, the boy is able to pass in a descending scale from the 
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falsetto to the changed voice at a higher note than he could previously.  Without 

training he would force the notes if they were difficult, or he would avoid them 

altogether.
33

 

 

McKenzie suggests the need for bringing the two registers together.  He prescribes songs 

with a D3-D4 range that boys with broken voices could sing to strengthen the upper part 

of the chest register.
34

  While he suggests ―downward vocal exercises,‖ he provides 

neither specific vocalises nor repertoire examples in his book to support this progression.  

Register is not a major focus in his discussion, and McKenzie rigidly defines ranges.  

Figure 1 shows McKenzie‘s concept of boys‘ ranges, specifically by grade level.  While 

these examples correspond to the average boys‘ ranges, one can argue the accuracy of the 

sequential progression and overall range of individual voices. 

Figure 1, Duncan McKenzie‘s Alto-Tenor Plan Voice Ranges 

  Junior High School High School 

 
 

Irvin Cooper was a successful Canadian music educator and professor at Florida 

State University.  He chose a different path for classifying voices, and coined the popular 

concept, cambiata, which literally means, ―changed note.‖  He purports that girls and 

boys with unchanged voices sound alike.  Male voices evolve in four stages:  unchanged, 

first change, second change, and changed.
35

  The second and third stages are the cambiata 

voices, and the fully changed voice is either a bass or baritone.  In his stages, Cooper 
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avoids the categorization of the tenor voice, as well as the discussion of falsetto.  He 

chooses to discuss range over register.  In Figure 2, however, boys in the unchanged, 

first, and second changes have a head register, which will disappear as they sing 

exclusively in chest register when they reach the changed voice stage. 

Figure 2, Irvin Cooper‘s Cambiata Concept Ranges 

 
 girls‘/boys‘ unchanged boys‘ first change boys‘ second change boys‘ changed 

Most repertoire was not suited for the cambiata concept in the mid-twentieth 

century.  Cooper led the charge in the music profession to generate music specifically 

suited for adolescent males.  He uniquely contributed to the male changing voice subject 

by gathering, composing, and arranging repertoire to fit within the tessitura of these 

voices, resulting in the founding of Cambiata Press.
36

 The octavos in print would appear 

in the template of soprano, cambiata, and baritone (SCB).
37

  An extensive amount of 

repertoire for junior high school voices has been published by Cambiata Press over the 

last fifty years.  A disciple of Cooper‘s, Don C. Collins, manages this publishing 

company and is a leading authority on the cambiata concept. 

Frederick Swanson documented the effects of pubertal development on the 

changing voice process.  Swanson showed through empirical data and experience that 

there is no absolute, sequential change process for every voice.  Voices change erratically 

                                                 
36

 Kendra Kay Friar, ―Changing Voices, Changing Times,‖ Music Educators Journal 86 (1999):  27. 
37

 The ―C‖ in this voice part is a cambiata part.  One would find pieces with a ―C‖ label by Cambiata 

Press. 



 26 

at different ages.
38

  He emphasizes register breaks and encourages singing in falsetto, 

showing how changing voices utilize a falsetto register, chest register, and a combination 

of both.
39

  Swanson identifies the ―boy‘s voice‖ as falsetto, and the ―man‘s voice‖ as a 

full, or chest-register voice.  Figure 3 shows the ranges of four out of eighty-two boys 

(subject numbers 201-A, 1-2A, 201-B, and 112-1B) that Swanson recorded four times 

over a school year. 

Figure 3, Frederick Swanson‘s Vocal Development Records 

 

Each boy is recorded according to range (including registers), height, weight, and pubic 

rating, according to the Davenport scale.
40

  The Davenport scale refers to physical 

characteristics that boys attain through adolescent development.  More pubescent 

characteristics appear with each increasing number.  The four examples characteristically 
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report the erratic nature of adolescent ranges.  The register shifts are inconsistent 

throughout the year.  Without the head register, the boys would have had very limited 

ranges.  Like Cooper, Swanson also encourages the music industry to produce more 

choral repertoire specifically for the changing voice.  He advises directors to adapt music 

to fit the boys‘ ranges and, if needed, compose settings to suit the boys in their 

programs.
41

 

John Cooksey, a prominent scholar on the changing voice, compiled extensive 

data on adolescent voices.  He discusses both male and female voice development and 

classifies the voice groups in greater complexity than the specialists previously 

mentioned.  He identifies six stages of male vocal development that lead from the 

unchanged voice to the emerging adult voice. While he did acknowledge falsetto, the 

categories reflect the downward progression into the newly formed chest register (Figure 

4).  He summarizes the voice change process by using the following categories:  ―range, 

tessitura, register development, voice quality, and speaking voice fundamental 

frequency.‖
 42
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Figure 4, John Cooksey‘s Adolescent Stages of Vocal Development 

 

 

Cooksey identifies similarities agreed upon by prominent theorists studying the 

male changing voice at the time: 

 The voice change occurs at the onset of puberty, and is directly related to 

the development of primary and secondary sexual characteristics. 

 Most currently published choral material is inadequate for the changing 

male voice. 

 Irregular growth rates in the vocal mechanism can make the voice 

unpredictable, particularly if it is forced into the wrong pitch ranges. 

 In groups of boys between the ages of twelve and fifteen, one might 

expect to find voices in many different stages of growth. 

 The rates at which voice changes occur vary with individuals. 

 Individual and group voice testing is necessary. 

 Teachers should help students to understand their voices during the 

change. 

 It is very important to establish good singing habits during this time.
43

 

 

Cooksey‘s study of the changing voice includes the female changing voice in addition to 

the male changing voice.  He is an authoritative resource on the changing voice. 
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The question remains about which repertoire best serves adolescent boys and 

allows them to reach their full vocal potential.  As males sing through maturation, they 

may not be able to sing all of the notes in their designated parts comfortably.  Since the 

bass is the lowest part, the boys sometimes choose to sing that part and avoid the alto or 

soprano parts, even though they may sing the treble range more manageably. 

Conductors disagree about the value of having boys sing in head register as their 

voices change. The main concern with singing in the head register is muscular strain and 

fatigue.  It is also a challenge to convince adolescent males to keep singing in the head 

register, especially if the teacher has difficulty demonstrating and modeling that sound.  

Singing in head register allows boys to sing in choir on the alto or soprano part when the 

chest register is unstable.  When using head register, adolescent males have more than a 

four-note range, or whatever pitches exist in the chest register that particular day.  For a 

majority of time during adolescence, boys would be able to utilize a much larger, almost 

three-octave range.  As the debate continues, selecting repertoire that facilitates head-

register-into-chest-register singing is a major factor in determining a boy‘s ability to sing 

through adolescence. 
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CHAPTER 3.  ―EXPANDING VOICE‖ METHOD 

 

Henry Leck, director of the Indianapolis Children‘s Choir, challenges the 

traditional theories of voice ranges.  He postulates that a boy is capable of singing in both 

the head and chest registers.  Boys may prefer to sing in the chest register; but it is best 

developed when the head register is maintained through the change.  Leck explains how 

his method emerged: 

I came to this whole process somewhat by accident, through ignorance.  I knew 

that the classifications did not fit.  I didn‘t know what to do with the boys in my 

first treble chorus of eighty-six singers because there were not enough to do 

SATB.  Since the vocal classifications that I had studied were of no help, I told 

them just to sing high.  I knew that it meant their voices would tire more quickly, 

they wouldn‘t be able to sing some notes, and their voices might crack.  Girls 

needed to know what was going on so they wouldn‘t laugh at them.  Some of the 

boys might have trouble with their voices and it might have been frustrating for 

them.  But I wasn‘t smart enough to know what to do with them.  I continued to 

vocalize them down across their break from their old voice to the new.  Lo and 

behold, A MIRACLE HAPPENED and I discovered that if a boy sings from his 

high voice to his low range consistently and continues to sing in the old voice 

while developing the new, the break eventually disappears.  What emerges is a 

voice that we do not recognize in our culture – a three-octave voice without a 

break. 

 

It was at that point in time that I realized I was doing a great service to these boys 

because now they had a bass voice, which was a new voice, and also had their 

treble voice.  If you keep coming down across the break enough, it disappears.  

The students that leave my choir (especially the basses) can sing soprano, alto, 

tenor, or bass.  It drew me to the conclusion that, in reality, a bass range is not the 

range of a man‘s voice at all.  It is only the lower register, that every male who is 

allowed to keep singing in the high voice is able to keep that voice.  So it is not a 

boy‘s ―changing‖ voice, it is a boy‘s ―expanding‖ voice.  It is not an unchanged 

treble voice becoming a tenor or a bass.  It is an unchanged treble voice adding a 

lower register.
44
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In his ―expanding voice‖ method, Leck encourages boys to transition from the 

head register and sing through the break.  The result is that boys can maintain the high 

range, eventually eliminating the abrupt sound change as they sing from high to low.  The 

boys sing vocalises and repertoire to minimize what Leck calls the ―clunk,‖ a void of 

sound in the passaggio between the head and chest registers. The more the boys sing 

downward through the clunk, the more the two registers will become connected. 

Like Swanson, Leck believes that boys do not make the same range transitions 

posited by McKenzie and Cooper.  Figure 5 below shows his concept of the overall range 

of a male adolescent voice as a result of utilizing the head register.  Leck avoids focusing 

on voice ranges, due to the erratic nature in which boys‘ voice ranges change.  

Determining an adolescent boy‘s voice range is like ―shooting a moving bull‘s eye on a 

daily basis.‖
45

 

Figure 5, Typical Range Classifications of Leck Students
46

 

 

Leck‘s method allows boys to sing more than one voice part during adolescence.  

When the boys utilize the head register, they can rehearse and perform the repertoire 

while finding voice parts that they can sing comfortably.  Compared to the ranges 

previously discussed, Leck maintains that boys can have, on average, a three-octave 
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range by the time of full vocal maturation, and can have a smooth transition in the 

passaggio from head to chest register. 

In a typical middle school choir, there are boys whose voices would fit in the low, 

middle, and high ranges.
47

  For fear of losing singers, directors often allow young males 

to sing an octave lower than the written pitch before they are physiologically ready.  Boys 

will not sing naturally when forcing a quasi-shouting timbre.  With SAB music, for 

example, the tessitura is either too low for the unchanged voice or too high for the 

emerging bass/baritone.  The most difficult notes in the new chest register are in the B3 

to E4 range.  Many SAB-voiced pieces have the bass part written in that range.  This 

pitch area constantly straddles the head- and chest-register shift.
48

  The problem remains:  

boys would rather sing the voice-part that matches the ―male‖ description than the more 

comfortable treble part.  Even though boys have a usable head register, singing lower is 

more appealing because it seems more masculine, regardless of how inaccurate the 

pitches may be. 

Leck confronts this issue by using two- and three-part treble repertoire so that 

males can sing different parts and utilize both registers.  He suggests renaming soprano 

and alto parts to I, II and III.  In compositions where there is a unison melodic section, 

boys can sing an octave lower to practice the chest register and rest the head register.  

This practice allows boys to sing different voice parts, sometimes in the same 

composition, in order to exercise both registers or avoid fatigue. 
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Leck occasionally teaches the same piece of music in different voice-part 

configurations.  For example, one piece may be sung in a two-part version, an SATB 

version, and a three-part male version.
49

  In this way boys can experience a piece that was 

originally composed and compare it to the adaptations.  Instead of learning music solely 

for register practice, they can compare the various arrangements to the original and think 

critically about the music.  This process also provides them an opportunity to boast the 

ability to sing different voice-part combinations. 

Although Leck and other adolescent specialists have reported average voice 

ranges according to their methods, a boy may lose the pitches above E4 for a while 

during voice change.  This head-register absence may occur, for example, when a boy 

encounters a rapid lowering during the summer months when he isn‘t singing 

consistently.
50

  Another boy may only have a new G2-D3 range a week before the spring 

concert.
51

  This is a challenge that frustrates both boys and directors.  These instances are 

dramatic, but do not have an impact upon the majority of the boys at the same time.  

Keeping both registers active with carefully chosen repertoire will create more options 

for boys to sing as their voices expand. 

 Methods for adolescent boys will continue to be debated.  Leck‘s method has 

proven to be successful for thousands of young singers.  In addition to the philosophy of 

the organization, educational process, and talent level of the choirs and staff, the key 
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distinction in this program is allowing the boys to sing in head register and selecting 

repertoire that facilitates head-register-to-chest-register singing. 
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CHAPTER 4.  AMERICAN CHORAL DIRECTORS ASSOCIATION (ACDA) 

REPERTOIRE SELECTION OVERVIEW 

 

An abundance of choral repertoire has been published for changing voices over 

the past fifty years.  Surveying and analyzing all of the literature currently available 

would be beyond the scope of this document.  Selecting music from various publishers 

would be too subjective and would risk excluding other, smaller companies.  

Additionally, selecting music from publishing companies that feature music specifically 

designed for the ―expanding voice‖ method would be a too narrow focus. 

Therefore, repertoire for this study was chosen from choral reading sessions 

presented at the 2005 and 2007 ACDA national conventions.  This professional 

organization generally recommends suitable repertoire for all types of choral programs.  

From these past reading session packets, the following categories were evaluated for 

appropriate repertoire:  children‘s choirs, boychoirs, junior high and middle school 

choirs, women‘s choirs, and multicultural/ethnic choirs.  I did not consider SATB or 

TTBB combinations.  These categories require fully-changed basses and baritones.  I also 

excluded unison pieces because that music can be most commonly adapted by octave 

doubling. 

I examined over one hundred pieces from the ACDA packets through the 

―expanding voice‖ method lens.  Appendix A lists the repertoire by category (i.e. 

children‘s choir, multi-ethnic choir, junior high school, etc.).  I identified all of the ranges 

of each voice part in every piece.  In Appendix B I have categorized all of the pieces by 
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voicing:  SA (two-part treble), SSA (three-part treble), SSAA (four-part treble), and SAB 

(three-part mixed).  Most of the pieces are labeled in the traditional voice-part listings.  In 

the examples where roman numerals are used, I listed them according to range.  All of the 

pieces labeled parts I and II were two-part treble.  Some pieces labeled parts I, II, and III, 

for example, could be either three-part treble or three-part mixed.  If a third part had a 

range from D3-E4 and was set in the bass clef staff, then I placed that piece in the SAB 

three-part mixed category.  If a part III had a G#3-C5 range and was set in the treble clef 

staff, then I placed that octavo in the SSA, three-part treble category. 

In Chapters 5, 6 and 7, I will describe the suitability of this repertoire for 

adolescent males based on registration.  This description will illustrate music that 

facilitates head-register-to-chest-register singing.  I will also identify treble and SAB 

music that puts stress on the highest part of the new chest register and the newly-forming 

passaggio (B3-E4). 

Every piece in this list can be evaluated according to registration, and head-to-

chest-register transitions.  Almost every junior high/middle school, SAB piece can be 

evaluated for stress on the upper extremities of the newly-forming, chest register.  

Concepts that are consistent with the ―expanding voice‖ methodology will be discussed 

with specific music examples to illustrate those topics.  Octavos that discourage head-

register singing will also be referenced.  This referencing is not intended to discourage a 

director from choosing critically discussed music, but I will suggest possible adaptations 

in order to surmount potential vocal challenges.  I did avoid several octavos that were 

female-gender specific.  Otherwise, text preference has no bearing on registration. 
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CHAPTER 5.  TREBLE REPERTOIRE 

My analysis of the repertoire will be seen through the registration lens, as opposed 

to looking exclusively at the suitability of each voice-part range.  When focused on range, 

particularly the historical ranges presented in Chapter 2, octavos that match only 

adolescent chest-register ranges would disqualify a large amount of music.  For that 

reason, I will describe the appropriateness of repertoire for the adolescent male in 

Chapters 5, 6, and 7 based on three criteria.  First, repertoire will allow boys to sing 

descending melodies beginning in head register (above E4) and shifting into chest 

register.  Singing an ascending melody from chest register to head register will be 

strenuous for the adolescent male.  Second, melodic leaps from head register into chest 

are more controllable.  Leaps in the B3 through E4 range from chest register to head 

register will be more difficult to sing than leaps in the opposite direction (E4 to B3).  

Lastly, the repertoire should extend a boy‘s range.  If I considered only the newly-

forming, erratic adolescent chest register, then I would be limited to music with a range 

of less than an octave.  When boys sing repertoire with both head and chest registers, they 

will be able to sing with a range between one-to-three octaves.  Although it is impossible 

to predict how individual voices will change, these three criteria will provide healthy 

singing options for adolescent singers. 

Of the repertoire I examined for this study, a vast majority of the ACDA music is 

for treble voices.  Most of the pieces are accessible enough to perform as written, even 

with older adolescent males.  I will illustrate some examples of registration challenges for 

adolescent males and discuss how to adapt portions of pieces to make them more 
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accessible.  There are many pieces that allow boys to sing phrases down an octave to 

double unchanged voices.  There are pieces, however, that would not be suitable for 

adolescent boys.  These examples primarily come from the women‘s choir packet and 

either include gender-specific texts or require college or professional-level skills. 

Neil Ginsberg‘s ―Spinning Song from Kashmir‖ (SA) matches the criteria related 

to the ―expanding voice‖ method, especially for adolescent male voices.  The ranges in 

this arrangement allow boys to practice connecting these registers from head to chest.  

Older boys can sing in head register for the majority of the piece; yet they can encounter 

a vocal challenge in the first two phrases.  In Musical Example 2, the boys start in chest 

register at the onset of the phrase.  The melody leaps from B3 to E4 and requires a 

register shift from chest to head.  Boys need to approach the B3 pitches as if trying to 

sing in head register.  Otherwise, they will sing the first pitch in chest register and try to 

sing the rest of the phrase in chest register as well, causing fatigue and strain. It is 

possible, however, for older males to sing the first verse down an octave if they have a 

B2 in their ranges.  A director would need to consider this decision carefully.  Younger 

boys with unchanged voices will want to sing the B2 with the older boys before they are 

ready.   
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Musical Example 2, ―Spinning Song‖ by Neil Ginsberg, mm. 11-18 

 

To prevent the younger boys from singing in the schnarrbass register and growling 

around the actual pitch, the older boys should sing the beginning of the piece at pitch, not 

sing from measures 11 through 18, and then sing measures 19 through 27 at pitch in head 

register (Musical Example 3). 



 40 

Musical Example 3, ―Spinning Song‖ by Neil Ginsberg, mm. 19-27 
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―Resonet in laudibus‖ (SA) by B. Wayne Bisbee allows older boys to transition 

from head to chest registers in step-wise motion.  Older boys should not sing any parts 

down an octave for this piece due to the harmonic writing between the soprano and alto 

parts.  They can sing head register throughout the entire piece, most likely the alto part, 

and rest if feeling strain.  

Musical Example 4, ―Resonet in laudibus‖ by B. Wayne Bisbee, mm. 21-23 

 
The alto phrase in measures 21 and 23 (Musical Example 4) requires the boys to 

start in head register and sing through the passaggio and into chest register by the end of 

the phrase.  As the singers approach the chest range, the timbre should match the head 

register.  The soprano and alto parts have similar ranges and boys may choose either part, 

but the soprano part is in the E5-G5 range for a large portion of the piece, and would 

require voices that can sing comfortably in that range. 
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―Cantate‖ by Carolee R. Curtright is composed for three-part treble voices.  This 

work is ideally scored for Leck‘s method:  the melodic contour aides the transition from 

head to chest register in the second soprano and alto parts.  In mm. 11 through 28, for 

example, the older male can sing the alto part to practice connecting the head and chest 

registers (Musical Example 5).  Voices start in head register on D5 and move down, step-

wise, through a shift in registers. 

Musical Example 5, ―Cantate‖ by Carolee R. Curtright, mm.11-20 
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Musical Example 5 continued 

 

 
 

Starting in m. 16, the alto part lies in the precarious B3-E4 range, but the phrase begins 

where boys can approach the upper note in the head register and transition through the 

passaggio into the chest register.  This process allows for a strengthening of the newly-

forming, upper-chest register while approaching it from the head register.  As the boys 

practice this section, they will be able to mix registers.  If, however, this phrase in the alto 

part is too strenuous on maturing adolescent voices, they then can sing the soprano II part 

to avoid straddling the passaggio. 

Music from other cultures is appealing to many choirs.  The distinct sounds of 

non-Western languages, complex rhythmic patterns, and physical movement within the 

pieces, provide an eclectic approach to a performance.  In ―Mawu me Le Ame Ðe Fu Me 

O,‖ from Four Choruses from Ghana, arranged by Pascal Yao Younge, it is plausible that 

boys could sing either the second or third part.  The second part, starting in measure 62 

(Musical Example 6), allows an adolescent to practice the register shift from head to 
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chest.  This phrase starts exclusively in head register, and descends in step-wise motion 

from head register through the passaggio into chest register by the end of the phrase. 

Musical Example 6, ―Mawu me Le Ame Ðe Fu Me O‖ by Pascal Yao Younge, mm. 61-66 

 

 
René Clausen‘s ―The Sun Has Climbed the Hill‖ fits into the ―expanding voice‖ 

method, as it contains wide ranges in all three voice parts:  the soprano I part ranges from 

B3-A5, the soprano II part spans B3-G5, and the alto part is somewhat lower, B¨3-E5.  

Most of the phrases start in head register and transition down into chest register.  Clausen 

also crafts several phrases to end in unison, allowing all voices to sing down to B3 in m. 

14 (Musical Example 7).  This piece allows boys at various voice development stages to 

sing comfortably. 
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Musical Example 7, ―The Sun Has Climbed the Hill‖ by René Clausen, mm. 10-20 

 

 
 

―Dravidian Dithyramb‖ (SSAA) by Victor Paranjoti, transcribed by Donald 

Patriquin and edited by André de Quadros, gives older boys an opportunity to utilize a 

lower tessitura (G#3-B4), and allows boys either to rest or sing in the head register if they 

so choose.  In Musical Example 8, the alto II phrase with the optional notes in measures 

17 through 20 could be avoided, since that note is doubled by the alto I part. 
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Musical Example 8, ―Dravidian Dithyramb‖ by Victor Paranjoti, mm.16-20 

 

 
In the same measures (17 through 20), the sopranos sing the repeated octave E3-

E4 leaps, which would especially be difficult for older voices, as well as for unchanged 

voices.  Boys will want to sing the E3 in chest register, and the E4 will inevitably be in 

the head register.  The absence of a step-wise melody could also cause vocal instability 

and pitch inaccuracy.  The director would need to instruct the boys to approach both 

pitches in head register and reinforce proper vocal technique, which will help them sing 

those repeated leaps effectively. 

―Laudate pueri‖ by Johann Michael Haydn, an extended work for three-part 

treble voices, can cause vocal difficulties for the adolescent male.  Boys would 

experience difficulty with registration, even though the ranges are within the historical 

range guidelines, including Leck‘s.  The alto part spans the range of a tenth (A3-C5) and 

crosses the area between the chest and head registers in ascending order.  This upward 

register shift is the greatest vocal challenge.  Musical Example 9 shows the upward 

progression between registers in the soprano 2 and alto parts in measures 18 through 22. 
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Musical Example 9, ―Laudate pueri‖ by Michael Haydn, mm. 18-25 

 

 
 

Register shifts from chest to head are more noticeable in the alto part.  If an older 

boy sang this excerpt, his chest register would be strong, but he wouldn‘t be able to 

maintain consistent tone as he shifts into head register in measures 18 through 22.  His 

head register would sound noticeably lighter than the previous phrase sung in chest 

register.  He could also force a ―cracking‖ sound during the arpeggiation.  He should, 
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therefore, sing another part, or rest during that phrase.  It is also plausible that a gap in the 

sound, or no phonation, could occur for a boy when singing a low A3.  The soprano 2 

part would be more manageable for a singer as the tessitura is mostly in the head register.  

The soprano 1 part should only be sung by boys who can manageably sustain the F5 in 

measures 18 through 22 (Musical Example 9). 

Originally intended for women‘s voices, ―Et in terra pax‖ (SSAA) by Joan 

Szymko presents unique musical challenges to the choir while providing some range 

practice and extension for the maturing adolescent male.  The adolescent male could 

manageably sing this low alto part.  A boy can start in chest register through measure 35, 

breathe, and cleanly sing the rest of the phrase in head register (Musical Example 10). 

Musical Example 10, ―Et in terra pax‖ by Joan Szymko, mm. 32-36 
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Musical Example 10 continued 

 

 
 

Musical Example 11, ―Et in terra pax‖ by Joan Szymko, mm. 12-13 

 
 

Singing the alto 2 part could cause a boy to strain.  The motive in Musical 

Example 11 repeats throughout the composition.  This motive is in the higher range of the 

chest register at every occurrence within the alto 2 part, which could cause fatigue.  Any 

of the upper-three voice parts (Musical Example 10, for example) don‘t require rapid 

register shifts, and provide more head-register practice.  The tessitura in Musical 

Example 11 is typical of bass parts in SAB music.  In Chapter 6, I will address this 

concept along with other effects of SAB music on adolescent singers.   

 Two- and three-part treble music is accessible to male adolescent singers during 

middle school when they are instructed to use the head register.  In my lecture-recital, I 

programmed SA, SSA, TB, and SAB music that was performed by the Boys‘ Choir at St. 
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John Lutheran School in Wheaton, Illinois.  The group comprised twenty-five boys, aged 

11through 14.  All of the boys utilized head register, especially those who were older and 

showed advanced signs of maturation.  I was uncertain whether or not the boys would be 

willing to sing a great deal of treble music.  They were familiar with the ―expanding 

voice‖ method of singing, but many young students were new to the choir in the fall of 

2008 when I prepared them for the recital.  One piece that concerned me, ―Hodie‖ by 

Nancy Cobb Hill, was a three-part treble piece that required all of the boys to sing in head 

register.  The soprano 1 part ranges from E¨4-G5, the soprano 2 part spans E¨4-E¨5, and 

the alto part extends from B¨3-D5, and so involved a few instances of singing in chest 

register.  I wondered if there would be reticence from the boys to sing all of the music at 

pitch.  Surprisingly, none of the boys needed to drop down an octave in any part of the 

piece.  As this was the last piece in the program, I assumed that the boys would have been 

tired from singing a great deal in head register.  On the contrary, this piece was 

performed energetically and without strain. 

While boys can take pride in singing different voice parts of treble music in head 

register, they should not sing in head register exclusively.  Treble music indicates head 

register and bass clef music suggests chest register.  Music that provides both head-

register and chest-register singing is needed to help boys sing successfully during 

adolescence. 
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CHAPTER 6.  SAB REPERTOIRE 

 

SAB repertoire is most commonly used in middle school/junior high school choir 

programs.  As girls usually outnumber boys in choir,
52

 the treble sonority dominates this 

age level.  It seems logical to split the treble parts for harmony, and create only one part 

for the boys in the program, but the reality is that most boys experience challenges with 

the design of SAB music. 

The bass part writing for the boys is exclusively designed for the developing, 

unstable chest register (D3-E4).  Boys with unchanged voices and those in the early 

adolescent stages will not be physically capable of singing in such a low range.  The 

tessitura in the bass part is also too high for the bass and young baritone.
53

  They will, 

however, prefer to sing the bass part in lieu of the alto or soprano parts, and approximate 

the pitches in the music because it is the only part designed for boys.  Some arrangers 

attempt to address the issue by re-naming the parts I, II, and III.  They assume that 

directors will assign boys to parts I and II, and boys will not think that those voice parts 

are designed for girls. 

Boys with unchanged voices are accustomed to singing the melody.  As they 

venture into the bass range with their changing voices, they may encounter singing 

parallel sixths below the melody.  While skilled singers will sing this manageably, less-

skilled boys will struggle with hearing this part.  They could mistakenly sing an octave 
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lower.  In addition, boys are simultaneously learning to read a new notation system in the 

bass clef.   

My statements in this chapter will often be critical of SAB music for the reasons 

mentioned above, but particularly for not allowing head-register singing and for 

inappropriate chest-register use.  My dissatisfaction with SAB music is primarily directed 

towards registration and not the quality of the music. 

―Et in terra pax‖ by Mary Lynn Lightfoot fits the traditional model of SAB music 

for the middle school choral program.  The bass part ranges from F3-D4.  The dominant 

tessitura remains between B3-D4 for most of the piece.  The boys only sing in chest 

register.  Boys whose ranges haven‘t lowered will struggle to sing all of the pitches.  This 

narrow range of a sixth will suit the majority of singers.  This section in measures 17 

through 25 exposes difficulty for most boys (Musical Example 12). 
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Musical Example 12, ―Et in terra pax‖ by Mary Lynn Lightfoot, mm. 17-25 

 

If all of the boys sing part III, then unchanged voices will not be able to sing the F3 or the 

G3.  The boys that cannot hit F3-G3 will approximate those pitches, causing a pitch-

matching problem.  Additionally, the developing basses and baritones will reach for the 

pitches above C4, which is now at the highest part of the newly-forming chest register.  

This may cause strain, which could appear in the form of a protruding chin, elongated 

neck, and/or muscular tension around the larynx. 
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As the chest register expands downward, boys need to start reading bass clef 

notation.  Boys will need to adapt from reading treble clef to bass clef pitches, in some 

cases, overnight.  Boys cope simultaneously with the physiological and psychological 

effects of voice range expansion while learning this new notation system.  This process is 

analogous to making the transition from ―riding a bike to driving a car.‖
54

  Boys need 

time to operate this new equipment while sensing where these new bass clef pitches sit in 

their voices.  While a majority of SATB music for tenors will be notated in the modern 

tenor clef  and sung an octave lower, they will still need to learn bass clef 

notation during the middle school/junior high school years when singing SAB music. 

In Cyril Winn‘s The S.A.B. Book,
55

 he addresses the notation reading challenge.  

Boys with changing voices sing the melody as a bass, and Winn provides harmony parts 

for the sopranos and altos.  ―The Great Meat Pie‖ represents a typical arrangement found 

in this resource.  The ranges are wide, usually spanning a tenth.  The tessituras vary from 

one piece to another, but all pieces exercise the chest register.  While it is possible for 

boys to sing in head register on the C4-E4 pitches in measures 11 through 13 (Musical 

Example 13), the melodic contour placement suggests that the boys will sing in chest 

register. 
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Musical Example 13, ―The Great Meat Pie‖ from The S.A.B. Book 

 

This book was designed for boys who were at the junior high school level, but the wide 

ranges suggest that these songs were intended for older basses.  The objective was clear:  

boys sang familiar English folk tunes while learning a new notation system and 

developing a new voice register.  Aside from the wide range and the tune always being 

sung by the basses, the idea has merit. 

Chest-register singing can be exhausting.  To exacerbate the problem, when boys 

are forced to sing in the uppermost part of the chest register (B3-E4), vocal problems 

ensue.  For example, the Boys‘ Choir at St. John Lutheran School performed Paul 

Basler‘s SAB and SSA settings of ―Shenandoah‖ in my lecture-recital.  I first introduced 

the SAB version to the boys.  I predicted that the older boys would have difficulty 

singing the bass part, given the high tessitura in chest register (Musical Example 14). 
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Musical Example 14, SAB setting of ―Shenandoah‖ by Paul Basler, mm. 33-43 

 
The basses are forced to linger around D4 in measures 34 through 37, which is at the top 

of the newly-forming chest register.  The melodic contour allows the boys to sing down 

to D3 by doubling the tune, but they have to ascend back to the top of the chest register in 

measures 41 and 42.  This part of the phrase creates tension and encourages the boys to 

sing with a high larynx and protruding chin.  The Boys‘ Choir at St. John was able to sing 

the part, but showed signs of strain and became quickly fatigued when rehearsing this 

verse.  I then introduced them to the SSA version (Musical Example 15). 
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Musical Example 15, SSA setting of ―Shenandoah‖ by Paul Basler, mm. 41-51 

 
 

I instructed all of the boys to sing the melody at pitch without dropping an octave.  The 

melody in this arrangement is set a minor third higher than the SAB arrangement.  This 

melody has a wide range:  it starts on C4 and ventures to F5.  All of the boys were able to 

sing the soprano 1 F5 at the top of the melody with ease.  After we finished rehearsing 

that section, the older boys immediately expressed their relief and pleasure in singing the 

SSA version, which was easier than the SAB setting.  Looking further into this SSA 

setting, the alto part mostly resides in the head register.  I observed that the boys sang in 

head register when singing treble notation.  Although there are several notes that are in 

chest register, the tessitura is mostly in the head register.  If I had chosen only the SAB 

selection, the boys would have been singing in a narrow range, and experiencing vocal 

fatigue.  The SSA arrangement helped the boys sing into the chest register from the head 

register. 
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Singing parallel sixth harmony between the treble and bass parts is another 

challenge in SAB music.  Since many boys were singing melodies before their voices 

changed, maintaining the harmony can be a new adjustment.  The parallel sixth 

intuitively becomes an octave doubling to the soprano part.  Many boys are unaware of 

the mistake.  Boys may think that octave doubling is harmony because the tone color is a 

new experience.  It is different from what the girls are singing.  While effective directors 

are needed to instruct the singers, this adjustment is difficult for many adolescent males. 

―Ye Banks and Braes‖ by Russell Robinson was the selection that showed the 

clearest parallel sixth writing.  The line lies mostly a sixth below the melody and could 

cause a number of boys to sing the soprano part an octave lower (Musical Example 16). 

Musical Example 16, ―Ye Banks and Braes‖ by Russell Robinson, mm. 21-25 

 
The director, however, can teach the boys to sing the harmony part successfully.  In the 

first verse all voices can sing the soprano melody in octaves, as long as boys can sing the 

B¨2 on pitch without singing in schnarrbass register (refer to Chapter 1).  The boys 

would be better equipped to sing the harmony part in Musical Example 16 if first taught 
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the melody.  The bass part tessitura is in a more comfortable range of the chest register 

for the developing bass and baritone than most SAB arrangements. 

By comparison, Roger Emerson‘s ―I Will Sing!‖ contains a few parallel sixth 

phrases.  Musical Example 17 illustrates that the phrase with the parallel sixths is in a 

higher tessitura and may cause the basses to sing down an octave in measures 53 through 

58. 

Musical Example 17, ―I Will Sing!‖ by Roger Emerson, mm. 48-58 
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This phrase in measures 53 through 58 recurs throughout the piece.  Once the part is 

learned correctly, they will be able to sing it again successfully.  Additionally, the parts 

are labeled I, II, and III, not SAB, and the boys can sing parts that actually match their 

voices best without the stigma of being labeled with a ―female‖ voice category.  While 

the roman numeral labeling may avert the initial reticence in the younger singers, bass 

clef indicates chest-register singing, and boys will want to sing lower.  Part II would be 

ideal for the adolescent voice, since it allows the person to sing in head register at the 

beginning of every phrase and move down in step-wise motion towards chest register. 

Another SAB selection with roman numeral labeling is ―Bring Down the Chariot‖ 

by Berta and Sonja Poorman.  Roman numeral labeling is irrelevant if the tessitura 

demands extremely high chest-register singing.  As mentioned in previous selections 

from this discussion, part III presents vocal challenges, since the tessitura predominantly 

lies in the A3-D4 range (Musical Example 18). 

Musical Example 18, ―Bring Down the Chariot‖ by Berta and Sonja Poorman, mm. 5-12 
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Musical Example 18 continued 

 

Part II is appropriate for the maturing singer, as the lowest note (A3) is approached from 

the head register in measures 5 and 9. 

Exclusive use of SAB music discourages head-register singing.  Boys mature at 

different times and in different ways during the adolescent years.  Directors are 

challenged to choose appropriate and satisfying music for boys experiencing erratic range 

changes.  Individual testing is the most effective method of evaluating which notes boys 

can sing.
56

  Boys will have wider ranges if directors listen for both head and chest 

register.  If a majority of the boys can sing in both head and chest registers, then they 

should sing both treble and bass clef music. 

Very few SAB pieces provide a way for boys to sing with an expanded range.  In 

order to utilize both registers, directors adapt the piece and guide the singers in 

developing their ranges.  The ―expanding voice‖ method provides a way for boys to keep 

using the head register and sing different voice parts to perform with success and 

confidence. 

                                                 
56

 Virtually all male changing voice authorities agree on this process. 



 62 

CHAPTER 7.  VOICE PIVOTING 

 

Directors can easily determine range, but problems remain:  directors rarely 

include both head and chest registers for adolescent boys.  There is disagreement about 

differentiating between falsetto and head register.  Depending on one‘s philosophical 

approach, one may consider only the chest-register part of a boy‘s range.  The majority of 

male adolescent singers can sing in a range above the chest register.  It is likely that a 

substantial range above E4 in the head register will exist for most boys.  Adolescent 

singers will, however, not be able to sing certain pitches, and it is the director‘s 

responsibility to find those difficult places for the singers.  Once a director identifies a 

range that includes head and chest registers, as well as the register shifts, the director will 

then be better informed about which pieces and sections of pieces adolescent boys will 

have difficulty singing. 

Repertoire must exercise both registers and work towards eliminating the break.  

Currently, repertoire with a baritone part is intended to push the adolescent male range 

downward and to practice the chest register exclusively.  If music were composed and 

arranged to exercise both registers, then a baritone part in SAB music would have 

sections notated in both bass clef and treble clef.  Directors currently adapt music, even 

arrange parts, to suit the singers‘ voices. 

Henry Leck encourages boys to sing whatever part they wish, and they are 

empowered to sing whatever voice part most comfortably serves them.  There are times, 

however, when a boy is unable to apply this skill.  Leck then hears the boy to determine if 
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his head register is usable and to ascertain the overall range.  From there, he prescribes a 

detailed singing plan for the boy.
57

  This may include singing one piece in head register 

and then another in chest register.  The prescription may also include jumping from a 

soprano II part for a page, to an alto I part for one or two phrases, and then to a baritone 

part.  This process allows the boy to find the best places for him to sing comfortably.  By 

switching from the head register in one piece to chest in another, the boy extends his 

range and minimizes fatigue.  In contrast, by singing the same part constantly, the boy 

only employs a range of little more than an octave.  It is helpful for the boy to use both 

registers by switching parts in the same composition so that he is set up for success.  

Even if the boy encounters difficulty singing in head register, he should be allowed to rest 

for a brief time.  He needs to be reassured that this is normal. 

Other specialists also adapt repertoire so that singers can shift from one part to 

another.  Sally Herman coined the term ―voice pivoting‖: 

A singer may start out on a first tenor part for five measures, switch to second 

tenor for three measures, go back to the first tenor, etc.  The first tenor may even 

sing alto for a few measures.  Your students have gained enough confidence and 

trust since that seventh grade general music class that the boys can even sing 

soprano now, and it will not bother them.  In fact, I often have my male singers 

sing in the soprano range to develop falsetto and head voice.
58

 

 

Herman‘s voice pivoting practice encourages the director to locate the best part of 

each singer‘s voice to make him feel successful and to find an appropriate match for him 

in the music.
59

  Herman advocates listening to all singers every two weeks to determine 
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their ranges.
60

  It is imperative to monitor the students constantly for signs of strain and to 

provide them with a part that they can sing comfortably.  When strain occurs, putting 

singers on a lower voice part in the D3-B3 range, or giving boys a part that is exclusively 

in the head register (F4-C5) will rectify the problem.   

There are additional benefits to voice pivoting.  Terry Barham also advocates this 

concept and states: 

Keep all choir members moving to different parts during the course of the 

semester.  You should not pigeon-hole young singers by requiring that they sing 

the same part all year.  Assigning voice parts should be based on voice range, 

quality of sound, and singing comfort, not on superb reading skills and 

outstanding leadership qualities or the lack thereof.  A change of voice part 

provides for growth in musicianship, range, and listening skills. It also widens the 

students‘ perspectives of themselves with relation to the entire choir.
61

 

 

Boys have a number of options when applying voice pivoting to repertoire, especially in 

SAB music.  The bass part in ―Angel in Eternal Flight,‖ for example, contains a high 

tessitura (A3-D4), although there are phrases that are lower and help develop the baritone 

range, such as the example in Musical Example 19. 
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Musical Example 19, ―Angel in Eternal Flight‖ by Valerie Webdell, mm. 35-40 

 

Musical Example 20 illustrates the typical SAB baritone high-tessitura problem.  If a boy 

is having difficulty singing in the A3-D4 range, then he could sing either the soprano or 

the alto part.  He would, however, be able to sing the bass part in measures 35-40 

(Musical Example 19) and sing the alto part in measures 41-50 (Musical Example 20).  

This pivoting would allow the boy to sing in both registers and span the range of E3-C#5. 
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Musical Example 20, ―Angel in Eternal Flight‖ by Valerie Webdell, mm. 41-50 

 

To examine this voice pivoting concept more deeply, it is plausible to have a 

group of boys join the alto part and a group of girls sing the baritone part in measures 41-

45.  The G#3 could be low for some female voices, but if there are those who could sing 

it comfortably; this would be an effective exchange.  The boys could then return to the 
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baritone part at measure 46 and the girls could return to the alto part, which is in unison 

with the sopranos. 

Along the same lines of voice pivoting, Leck would program a selection and have 

the boys perform the same title in various part combinations, thereby practicing both 

registers.  I decided to apply this practice in my lecture-recital.  ―Der Herr segne euch,‖ a 

duet from Bach‘s cantata, BWV 196, Der Herr denket an uns, was originally written for 

tenor and bass soloists.  The choral reading packet arrangement is scored either for 

soprano and alto, or tenor and bass.  The vocal lines have not been altered from Bach‘s 

original version; the director could choose which octave for the boys to sing.  In my 

lecture-recital, the Boys Choir of St. John Lutheran School sang both SA and TB 

versions.  The soprano and alto version allowed the males to sing in the head register 

without going to the upper extremes of their ranges.  Boys with unchanged voices sang 

the soprano part.  Boys experiencing the change sang either soprano or alto, as long as 

they showed no visible signs of tension.  Musical Example 21 shows the highest range in 

the soprano part.  Singing around G5 (mm. 51-52) was my concern for the boys, but they 

sang the notes freely, due to proper vocal technique and vowel modification. 

Musical Example 21, ―Der Herr segne euch‖ by Johann Sebastian Bach, mm. 50-55 

 



 68 

I was only concerned with the few instances where the C3 occurred in Bach‘s original 

tenor and bass version.  It was therefore suitable only for the developed baritones to sing 

those pitches (Musical Example 22). 

Musical Example 22, ―Der Herr segne euch‖ by Johann Sebastian Bach, mm. 13-15 

 

 
 

This particular bass part kept the boys from singing in the extreme upper range of the 

newly developed chest register.  This was preferable, compared to most SAB music in 

which boys sing the B3-E4 pitches with a protruding chin.  The lower tessitura (F3 to C4) 

was in a more comfortable range for the developing baritones. 

I encountered some boys who had difficulty singing notes in the G3-B3 range, 

causing a ―cracking‖ sound.  One boy, in particular, could only sing the note an octave 

higher.  He had one of the lowest ranges in the choir, and looked older than the other 

boys.  He, like a few other boys, couldn‘t phonate when trying to sing those pitches in 

isolation.  They could, however, sing those notes by approaching them from either above 

or below within a melody.  The Bach duet mostly approached the G3-B3 range notes 

melodically and rarely required the boys to phonate those pitches directly at the onset of a 

phrase.  Although the majority of the members of St. John‘s Lutheran School Boys‘ 

Choir preferred to sing the TB version, the SA version was better suited for them.  They 

were, however, successful in both. 
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Voice pivoting is a vital part of the ―expanding voice‖ method.  It challenges the 

boys to develop their full ranges.  This practice provides an adolescent boy the 

opportunity to utilize both registers.  He can develop greater musical skills because he is 

more actively involved in the music.  When challenged to perform something 

manageable, he will demonstrate confidence, and will feel successful in his achievement. 
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CHAPTER 8.  CONCLUSION AND RECOMMENDATIONS 

 

 One of the most frustrating phases in a young man‘s life is the voice changing 

process.  A great deal of research has been done on this topic.  In this study I challenged 

the primacy of range and contrasted it with the concept of registration in adolescent male 

singing.  Henry Leck‘s ―expanding voice‖ method has provided insights into the use of 

head-register singing for developing the chest register. 

 The dividing line between the head and chest registers exists, in most adolescent 

males, between D4 and E4.  Many studies that focus on the chest-register range in 

adolescent males use the terms ―head register‖ and ―falsetto‖ interchangeably.  In this 

study, the head register is distinguished from falsetto as it encourages more resonant 

singing, operates with more efficient breath support, and allows greater flexibility, 

reducing the fatigue that adolescent boys encounter when singing falsetto. 

Directors must choose repertoire that practices head-register singing while the 

chest register stabilizes.  Two- and three-part treble arrangements have proven to be 

successful in facilitating male singers as they mature from early adolescence to high 

school and adulthood.  Boys will tire quickly when singing in the head register 

exclusively.  Singing phrases down an octave, where appropriate, and resting for several 

phrases may be necessary to remedy fatigue.  SAB music may discourage healthy 

singing, as it often forces high chest-register singing and develops poor habits:  

protruding chin, high larynx, and muscle tension.  Boys prefer to sing in the newly-

forming chest register and avoid any participation that is associated with ―female‖ 
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singing; but boys will sing treble music if they understand that the head register will 

strengthen the chest register.  Exclusive head-register singing is as counterproductive as 

exclusive chest-register singing. 

 Appropriate repertoire selection is a crucial element to the success of the middle 

school/junior high school choral program.  Repertoire should serve the needs of the 

singers.  It should inspire, challenge, increase the singer‘s confidence, and expand vocal 

capabilities.  Although there are individuals who have range limitations during 

adolescence, the rest of the choir should not assume those limitations that do not pertain 

to them.  When boys sing in head register, the majority of boys have a greater singing 

range.  Conductors should choose repertoire for adolescent males that exercises both 

registers, especially pieces with vocal lines that start in head register and shift to chest 

register.  Applying voice pivoting to choral repertoire helps develop students‘ ranges, 

while challenging them to sing different voice parts, sometimes within the same 

composition. 

I recommend more research and discussion about choral repertoire that supports 

head-to-chest-register singing in the adolescent male.  A considerable amount of 

repertoire that facilitates this vocal process already exists, but scientific data that tracks 

boys singing this register shift will further substantiate the practice. 

A number of researchers do not make a distinction between head register and 

falsetto.  I urge directors and teachers to differentiate between these terms.  Head-register 

singing promotes a healthier technique than singing in falsetto. 
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Composers and arrangers should craft more music that encourages boys to sing 

from head to chest register, and that limits the use of the C4 through E¨4 tessitura.  Since 

there is a vast amount of SAB music with that narrow range already, composers and 

arrangers could create music that balances the amount of time spent singing in both head 

and chest registers.  Boys are capable of singing more music with a wider range when 

using head register. 

Singers should understand registers as commonly as they understand ranges.  

When range is the focus, only the newly-forming chest register is measured, thereby 

reducing the adolescent vocal range.  When focusing on registers, boys can sing the 

pitches that are workable to strengthen the range that needs to be developed.  When head 

register is included in the overall measurement, the range is increased.  Most adolescent 

boys possess a head register, and they can utilize that register to develop the passaggio 

and strengthen the chest register. 

Henry Leck‘s ―expanding voice‖ method is a viable option for guiding boys to 

sing effectively through adolescence.  Conductors must be patient with adolescent singers 

during this turbulent, yet fragile, time.  The use of the head register is a key factor in 

guiding boys to sing through the break as they mature.  Range identification does not 

completely measure an adolescent‘s vocal potential when the head register is ignored.  

My lecture-recital proved that adolescent boys can successfully utilize a three-octave 

range in rehearsals and in concert.  I have addressed how the music examined in this 

document either aided or hindered successful singing. 
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Singing during adolescence is challenging for males.  While there are 

disagreements about ranges, registers, teaching styles, and repertoire choices, all can 

agree that boys reap many rewards from singing.  Since there are so many benefits, those 

within the choral profession should continue to discuss and examine ways to keep boys 

singing.  High school, higher academic, civic, church, and professional choral programs 

will benefit from men who sang successfully through middle school/young adolescent 

years. 

 



 74 

APPENDIX A. 

READING SESSION MUSIC ORGANIZED BY ACDA CATEGORY 

 

Boychoir and Children’s Choir Repertoire:  Los Angeles 2005 

Title 
Voicing and  

Ranges 
Composer/Arranger Publisher 

Catalog 

Number 

Cantate
62

   S:  E4-E5  

(Descant up to A5)
63

 

  S:  D4-D5 

  A:  B3-D5 

Carolee Curtright Roger Dean 

Publishing 

Company 

15/1852R 

Dravidian 

Dithyramb 

  S:  E4-G#5 

  S:  D4-D5 (E5) 

  A:  D4-C5 

  A:  G#3-B4 

Victor Paranjoti 

 

earthsongs S179 

Dreams   I:  D4-E5 

 II:  D4-A4 

Rollo Dilworth Hal Leonard 

Corporation 

08744453 

GLORIA!   I:  D4-F#5 (A5) 

 II:  D4-E5 

III:  D4-E5 

Shari Riley Southern Music 

Company 

Publications 

SC680 

Good News!   S:  E4-G5 

  S:  E4-E5 

  A:  C4-E5 

André Thomas Heritage Music 

Press 

15/1886H 

I Had A Paint 

Box 

  S:  C4-F5 

  A:  B¨3-F5 (G3)  

Z. Randall Stroope Colla Voce 

Music, Inc. 

48-96900 

LAS 

MAÑANITAS 

  I:  C4-F#5 

 II:  C4-D5 

Francisco J. Nuñez Boosey & 

Hawkes 

48005143 

Los bilbilicos   S:  B3-E5 

  S:  B3-E5 

  A:  G#-E5 

Paula Foley Tillen Treble Clef 

Music Press 

TC255 

Psalm 23   S:  E¨4-B¨6 (C6) 

  S:  B¨3-G5 

  A:  B¨3-E¨5 

Z. Randall Stroope Alliance Music 

Publications, 

Inc. 

AMP0463 

Resonet in 

laudibus 

  S:  D4-F#5 (A5) 

  A:  C4-E5 

B. Wayne Bisbee Santa Barbara 

Music 

Publishing, Inc. 

SBMP495 

Show Me Your 

Ways 

  I:  D4-F5 

 II:  D4-F5  

(D4-C5 part II split) 

Joe Cox Abingdon Press 0687345812 

  

                                                 
62

 All titles in this document are printed as they appear in the published octavos. 
63

 Optional notes and voice parts are in parenthesis. 
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Boychoir and Children’s Choir Repertoire:  Los Angeles 2005 – Continued 

Title 
Voicing and  

Ranges 
Composer/Arranger Publisher 

Catalog 

Number 

SMALL 

VOICES 

  I:  C#4-F#5 

 II:  B3-D5 

Jim Papoulis Boosey & 

Hawkes 

48005165 

THE SUN 

HAS 

CLIMBED 

THE HILL 

  S:  B3-A5 

  S:  B3-G5 

  A:  B¨3-E5 

René Clausen Fostco Music 

Press 

(Shawnee 

Press, Inc.) 

MF0936 

 

 

Women’s Choir Repertoire:  Los Angeles 2005 

  

Title 
Voicing and  

Ranges 
Composer/Arranger Publisher 

Catalog 

Number 

Ave verum 

corpus 

  S:  C#4-G5 

  S:  C#4-G5 

  A:  B3-E5 

  A:  F#3-E5 

Camille Saint-Saëns Carus-Verlag 9.507 

Both page and 

pen  

Book II from 

ALARCON 

MADRIGALS 

  S:  C4-E¨5 

  S:  B¨3-B¨4 

  A:  F3-A4 

Roger Bourlad Yelton Rhodes 

Music 

YR1013 

Et in terra pax   S:  F4-G5 

  S:  C4-D5 

  A:  A3-B4 

  A:  F3-B4 

Joan Szymko Santa Barbara 

Music 

Publishing, Inc. 

SBMP493 

ICH WOLLT‘, 

MEINE LIEB‘ 

  S:  E4-F#5 

  A:  C#4-C#5 

       -or- 

  T:  E3-F#4 

  B:  C#3-C#4 

Felix Mendelssohn- 

Bartholdy 

National Music 

Publishers 

NMP146 

LAUDATE 

PUERI 

  S:  C4-A5 

  S:  C4-F5 

  A:  A3-C5 

Johann Michael 

Haydn 

 

Hinshaw Music, 

Inc. 

HMC 1836 

Let Evening 

Come 

  S:  F4-F#5 

  S:  F4-D5 

  A:  C4-D5 

  A:  G3-D5 (D3) 

Gwyneth Walker E.C. Schirmer 

Publishing 

5946 

Little David, 

Play on Yo‘ 

Harp 

  S:  D4-G5 

  S:  D4-G5 

  A:  A3-D5 

  A:  A3-C5 

David Hailstork Theodore Presser 

Company 

312-41829 
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Women’s Choir Repertoire:  Los Angeles 2005 – Continued 

Title 
Voicing and  

Ranges 
Composer/Arranger Publisher 

Catalog 

Number 

Los bilbilicos   S:  B3-E5 

  S:  B3-E5 

  A:  G#-E5 

Paula Foley Tillen Treble Clef 

Music Press 

TC255 

Psalm 23   S:  E¨4-B¨6 (C6) 

  S:  B¨3-G5 

  A:  B¨3-E¨5 

Z. Randall Stroope Alliance Music 

Publications, Inc. 

AMP0463 

Quant j‘ai ouy 

le tabourin 
  1:  C4-A¨5 

  2:  C4-E¨5 

  3:  C4-C4 

  4:  C4-A¨4 

William Brown earthsongs S205 

Roulez jeunes 

gens roulez 

  S:  C4-G5 

  S:  C4-D5 

  A:  C4-C#5 

  A:  A3-C#5 

Joseph A. Gregorio Treble Clef 

Music Press 

TC219 

Salve Regina   S:  C4-D5 

  S:  D4-D5 

  A:  D4-D5 

  A:  G3 B¨4 

Giovanni Pierluigi 

da Palestrina 

 

Roger Dean 

Publishing 

Company 

15/1853R 

The Cloths of 

Heaven 

  S:  C4-G5 

  S:  B¨3-G5 

  A:  B3-B¨4 

Eleanor Daley Alliance Music 

Publications, Inc. 

AMP0511 

THINGS 

THAT NEVER 

DIE 

  S:  B3-F#5 

  S:  B3-D#5 

  A:  G#3-D#5 

Lee Dengler Shawnee Press, 

Inc. 

B0578 

 

 

Multi-Cultural Repertoire:  Los Angeles 2005   

Title 
Voicing and  

Ranges 
Composer/Arranger Publisher 

Catalog 

Number 

Los bilbilicos   S:  B3-E5 

  S:  B3-E5 

  A:  G#-E5 

Paula Foley Tillen Treble Clef 

Music Press 

TC255 

Spinning Song 

from Kashmir 

  S:  B3-E5 

  A:  B3-E5 

Neil Ginsberg Santa Barbara 

Music 

Publishing, 

Inc. 

SBMP541 
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Junior High and Middle School Repertoire:  Los Angeles 2005 

Title 
Voicing and  

Ranges 
Composer/Arranger Publisher 

Catalog 

Number 

Angel in Eternal 

Flight 

  S:  E4-G#5 

  A:  C#4-C#5 

  B:  E3-D4 

Valerie Webdell Heritage Music 

Press 

15/1780H 

BRING DOWN 

THAT 

CHARIOT 

 

  I:  C4-F5 (G5) 

 II:  A3-E5 

III:  F3-D4 

Berta and Sonja 

Poorman 

Warner Bros. SVM04022 

Children Of 

Light 

  I:  A3-F#5 

 II:  A3-E5 

Valerie Ann Webdell Colla Voce 

Music, Inc. 

24-96850 

Dzeŋnãã  

from  

Four Choruses 

from Ghana 

  I:  F4-D¨5 

 II:  D4-B¨4 

III:  B¨3-E¨4 

Pascal Yao Younge Colla Voce 

Music, Inc. 

20-96400 

Fi Ka Netso 

Nɔvinye Lɔlɔtɔ 

from 

Four Choruses 

from Ghana 

  I:  E4-C5 

 II:  C4-A4 

Pascal Yao Younge Colla Voce 

Music, Inc. 

20-96400 

GATHER YE 

ROSES 

  S:  D4-F#5 

  S:  D4-D5 

  A:  B3-A4 

Earlene Rentz-

Turner 

BriLee Music 

Publishing 

Company 

BL383 

Gloria   T:  G3-G4 

  B:  C3-A3 

Dan Krunnfusz Colla Voce 

Music, Inc. 

18-96805 

Hodie   S:  E¨4-G5 

  S:  E¨4-E¨5 

  A:  B¨3-D5 

Nancy Cobb Hill Santa Barbara 

Music 

Publishing, 

Inc. 

SBMP501 

I Will Sing!   I:  C4-F5 

 II:  C4-D¨5 

III:  F3-E¨4 

Roger Emerson Hal Leonard 

Corporation 

08551746 

If I Could Catch 

a Rainbow 

  I:  C4-F5 

 II:  C4-C5 

Brad Printz Heritage Music 

Press 

15/1538H 

Mawn Me Le 

Ame Ðe Fu Me 

O from 

Four Choruses 

from Ghana 

  I:  E4-F#5 

 II:  C#4-D5 

III:  A3-C#5 

Pascal Yao Younge Colla Voce 

Music, Inc. 

20-96400 

Oh! Susanna   T:  A3-G4 

  B:  D¨3-E4 

(BII: C3-E4) 

Stephen Foster/ 

Ken Berg 

Hal Leonard 

Corporation 

08744431 
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Junior High and Middle School Repertoire:  Los Angeles 2005– Continued 

Title 
Voicing and  

Ranges 
Composer/Arranger Publisher 

Catalog 

Number 

Tutu Gbɔvi 

from 

Four Choruses 

from Ghana 

  I:  E4-G5 

 II:  D4-C5 

III:  B3-A4 

Pascal Yao Younge Colla Voce 

Music, Inc. 

20-96400 

Ye Banks and 

Braes 

  I:  B3-D5 

 II:  B3-D5 

III:  F3-D4 

Russell Robinson Carl Fischer 

Music 

CM8734 

 

 

Boychoir Repertoire:  Miami 2007 

Title 
Voicing and  

Ranges 
Composer/Arranger Publisher 

Catalog 

Number 

A Child Is Born 

in Bethlehem 

  S:  D4-G5 

  A:  D4-D5 

Philip Stopford Ecclesium Music 

Publishing 

(Hal Leonard)  

08745636 

AHAY TURUBAN 

(MOUNTAIN 

SONG) 

  I:  D4-E¨5 

 II:  D4-E¨5 

III:  G3-E¨5 

Ruth Dwyer 

and Martin Ellis 

Hal Leonard 

Corporation 

08745209 

ALL THY 

GIFTS OF 

LOVE 

  I:  C4-E5 

 II:  C4-E5 

David Brunner Boosey & 

Hawkes 

48019152 

Alleluia  

from 

Laudate 

Jehovam, omnes 

gentes 

  I:  D4-E5 

 II:  A3-C5 

Georg Philipp 

Telemann/ 

Patrick Liebergen 

Hal Leonard 

Corporation 

08551880 

Der Herr Segne 

Euch 

  S:  F#4-G5 

  A:  C4-B¨4 

         Or 

  T:  F#3-G4 

  B:  C3-B¨3 

Johann Sebastian 

Bach 

 

Colla Voce 

Music, Inc. 

20-96140 

DIDN‘T MY 

LORD DELIVER 

DANIEL? 

  I:  F4-D5 (Descant 

up to G5) 

 II:  B¨3-B¨4 

Moses Hogan 

 

Hal Leonard 

Corporation 

08745537 

DOWN BY THE 

RIVERSIDE 

  I:  D4-D5 (G5) 

 II:  B3-B4 

Becki Slagle Mayo Shawnee Press, 

Inc. 

E0578 
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Boychoir Repertoire:  Miami 2007 – Continued 

Title 
Voicing and  

Ranges 
Composer/Arranger Publisher 

Catalog 

Number 

Dream a Dream    S:  D4-F#5 

  S:  C4-F#5 

  A:  A3-B4 

Sam Bebenia, James 

Shearman, and 

Simon Greenway/ 

Roger Emerson 

Warner Bros. 98711505 

Ev‘ry Time I 

Feel The Spirit 

  I:  C#4-E5 (G5) 

 II:  C#4-C#5 

Moses Hogan  

 

Hal Leonard 

Corporation 

08745536 

Evening 

Song/Abendlied 

  S:  F4-F5 

  A:  C4-D5 

Felix Mendelssohn-

Bartholdy 

Thorpe Music 

Publishing 

Company 

392-03001 

Laudamus Te Descant:  F4-F5 

  S:  B¨3-A¨5 

  S:  B¨3-E¨5 

  A:  F3-E¨5 

Antonio Caldara/ 

Nancy Grundahl 

Alliance Music 

Publications, Inc. 

AMP0660 

Shenandoah    S:  C4-F5 

  S:  C4-D5 

  A:  A3-C5 

Paul Basler Colla Voce 

Music, Inc. 

18-96750 

‗Twas in the 

Moon of 

Wintertime 

  I:  D4-G5 

 II:  C4-E¨5 

III:  A3-D5 

Ken Berg Colla Voce 

Music, Inc. 

18-96720 

What Child Is 

This? 

  I:  B3-G5 

 II:  B3-E5 

Jack Noble White Hal Leonard 

Corporation 

08551677 

 

 

Children’s Choir Repertoire:  Miami 2007   

Title 
Voicing and  

Ranges 
Composer/Arranger Publisher 

Catalog 

Number 

Catch a falling 

star 

  S:  C4-E5  

(Descant up to G5) 

  S:  C4-E5 

  A:  D4-E5 

Bob Chilcott Oxford 

University Press 

3355469 

Christe Eleison Double Choir 

  S:  F4-F5 

  A:  D4-D5 

  S:  E4-F5 

  A:  C4-D5 

Antonio Vivaldi 

 

Roger Dean 

Publishing 

Company 

15/2169R 

Duo Seraphim 

clamabant 

  S:  F#4-F#5 

  S:  F#4-F#5 

  A:  A3-A4 

  A:  A3-B4 

Tomás Luis de 

Victoria  

 

Alliance Music 

Publications, Inc. 

AMP0583 
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Children’s Choir Repertoire:  Miami 2007– Continued 

Title 
Voicing and  

Ranges 
Composer/Arranger Publisher 

Catalog 

Number 

FOR A 

CERTAIN 

ARTIST 

  I:  C4-E5 

 II:  C4-D5 

David L. Brunner Boosey & 

Hawkes 

48019226 

Get On Board!   S:  C4-G¨5 

  S:  C4-G¨5 

  A:  C4-F5 

Paul Caldwell and 

Sean Ivory 

earthsongs S241 

Give Thanks for 

Music 

  S:  D4-G5 

  S:  C#4-E5 

  A:  D4-D5 

Alice Parker Treble Clef 

Music Press 

TC272 

I Am a Child   I:  D¨4-F5 

 II:  D¨4-D¨5 

III:  E¨4-B¨4  

Tom J. Shelton, Jr. Colla Voce 

Music, Inc. 

18-96710 

Joy in My Heart   I:  E¨4-E¨5 

 II:  B¨3-B¨4 

Rollo Dilworth Hal Leonard 

Corporation 

08551899 

Liebe   S:  A3-F#5 

  S:  A3-F#5 

  A:  A3-F#5 

Franz Josef Haydn/ 

Nancy Grundahl 

Alliance Music 

Publications, Inc. 

AMP0635 

Rosa Amarela   S:  F4-F5 

  S:  C4-D5 

  A:  A3-G4 

Daniel Afonso, Jr. Colla Voce 

Music, Inc. 

20-96170 

Simple Wisdom   I:  C4-G5 

 II:  B¨3-F5 

Shirley McRae Hal Leonard 

Corporation 

08743497 

STARS, 

SONGS, 

FACES 

  I:  D4-E¨5 

 II:  D¨4-E¨5 

Nick Page Boosey & 

Hawkes 

48019128 

The Angels 

Will Guide You 

Home 

  S:  B3-E5  

(Descant up to G5) 

  S:  B3-E5 

  A:  B3-E5 

Eleanor Daley Alliance Music 

Publications, Inc. 

AMP0581 

The Bird‘s Song   1:  C4-D5 

  2:  C4-F5 

Henry Hinnant Hinshaw Music, 

Inc. 

HMC1953 

The Dream 

Keeper 

  S:  B3-F#5 

  S:  B3-E5 

  A:  B3-D5 

  A:  B3-D5 

Andrea Ramsey Colla Voce 

Music, Inc. 

15-96480 

THE PIPER   I:  C4-F5 

 II:  C4-C5 

III:  A3-A4 

Mary Goetze Boosey & 

Hawkes 

48019089 
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Children’s Choir Repertoire:  Miami 2007– Continued 

Title 
Voicing and  

Ranges 
Composer/Arranger Publisher 

Catalog 

Number 

TUTIRA MAI 

(WE STAND AS 

ONE) 

  I:  E4-F#5 

 II:  E4-E5 

Henry Leck and 

Martin Ellis 

Hal Leonard 

Corporation 

08745208 

Will You Teach 

Me? 

  S:  C4-F#5 

  S:  C4-E5 

  A:  A3-D5 

Eric W. Unruh Pavane 

Publishing 

08301725 

 

 

Women’s Choir Repertoire:  Miami 2007 

Title 
Voicing and  

Ranges 
Composer/Arranger Publisher 

Catalog 

Number 

A Psalm of 

Praise 

  S:  C#4-G#5 (B5) 

  S:  C#4-E5 

  A:  A¨3-A4 

Jeffery L. Ames Colla Voce 

Music, Inc. 

18-96700 

Ave maris 

stella 

  S:  D4-F5 

  S:  C4-E5 

  A:  C4-C5 

Jacob Obrecht 

 

Alliance Music 

Publications, Inc. 

AMP0609 

Ave Regina 

Coelorum 

  S:  A3-B4 

  S:  E4-F#5 

  A:  E4-F#5 

  A:  E4-F#5 

Giovanni Pierlugi da 

Palestrina 

 

Roger Dean 

Publishing 

Company 

15/2165R 

Crossing the 

Bar 

  S:  C4-A5 

  S:  C4-G5 

  A:  B3-C5 

  A:  G3-C5 

Gwyneth Walker E.C. Schirmer 

Publishing 

6377 

Fülemüle 

(The 

Nightingale)  

  S:  B3-A5 

  S:  B3-F#5 

  A:  A#3-E5 

  A:  A#3-E¨5 

György Orbán  Hinshaw Music, 

Inc. 

HMC2043 

I Dream a 

World 

  S:  B3-A5 

  S:  B3-F5 

  A:  B3-D5 

  A:  B3-C5 

Joan Szymko Santa Barbara 

Music 

Publishing, Inc. 

SBMP613 

Landscape   S:  E4-G5 

  S:  E4-E5 

  A:  A3-C#5 

  A:  G#2-C#5 

Ruth Watson 

Henderson 

Treble Clef 

Music Press 

TC264 

Lauliku 

Lapsepõli 

  S:  B4-G5 

  A:  G3-E4 

Veljo Tormis earthsongs S235 

  



 82 

Women’s Choir Repertoire:  Miami 2007– Continued 

Title 
Voicing and  

Ranges 
Composer/Arranger Publisher 

Catalog 

Number 

Maquerúle   S:  F4-G5 

  S:  C4-D5 

  A:  G3-A4 

Julían Gómez 

Giraldo 

Hal Leonard 

Corporation 

08745300 

Noël des 

marins 

(Sailors‘ 

Carol) 

  S:  D4-A5 

  S:  C#4-A5 

  A:  G3-D5 

  A:  G3-D5 

Cècile Chaminade Treble Clef 

Music Press 

TC 276 

O salutaris 

Hostia 

  S:  E4-A5 

  S:  C4-F#5 

  A:  G3-B4 

  A:  E3-B4 

Frank Ferko E.C. Schirmer 

Publishing 

5991 

Shall I 

Compare 

Thee? 

  S:  C#4-G5 

  S:  C#4-F#5 

  A:  B3-D5 

Clifton J. Noble, Jr. Treble Clef 

Music Press 

TC273 

Softly, Little 

Child 

  S:  C4-G5 

  S:  C4-G5 

  A:  F3-B¨4 

  A:  F3-F4 

Daniel Gawthrop Dunstan House DH0514 

The Dream 

Keeper 

  S:  B3-F#5 

  S:  B3-E5 

  A:  B3-D5 

  A:  B3-D5 

Andrea Ramsey Colla Voce 

Music, Inc. 

15-96480 

 

 

Junior High School Repertoire:  Miami 2007 

Title 
Voicing and  

Ranges 
Composer/Arranger Publisher 

Catalog 

Number 

DOWN BY 

THE 

RIVERSIDE 

  S:  D4-G5 

  A:  D4-B4 

  B:  C2-B2 (G2) 

Becki Slagle Mayo Shawnee 

Press, Inc. 

D0701 

Durme, durme   S:  D4-F5 

  A:  C#4-D5 

(T)B: D3-B¨3 (D4) 

David Eddleman Carl Fischer 

Music 

CM8887 

Et In Terra Pax   I:  E4-F5 

 II:  B3-D5 

III:  F3-D4 

Mary Lynn Lightfoot Heritage 

Music Press 

15/2097H 

EXSULTATE 

JUSTI 

  I:  D4-E5 

 II:  A3-G4 

III:  E3-D4 

Lodovico Viadana/ 

Sherri Porterfield 

Alfred Music 

Publishing 

23885 
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Junior High School Repertoire:  Miami 2007 – Continued 

Title 
Voicing and  

Ranges 
Composer/Arranger Publisher 

Catalog 

Number 

Let the Music 

Ring! 

  I:  E4-F5 

 II:  B¨3-A4 

III:  F3-D4 (B¨2) 

Cynthia Gray Heritage 

Music Press 

15/2116H 

Musica Dei   S:  B3-A5 (C#6) 

  S:  B3-C#5 

  A:  B3-A4 

Cristi Cary Miller Hal Leonard 

Corporation 

08745327 

Portrait of a 

Painter:  Monet 

  I:  D4-D5 

 II:  A3-B4 

III:  F#3-D4 

Amy F. Bernon Heritage 

Music Press 

15/2160H 

Rosa Amarela   S:  F4-F5 

  S:  C4-D5 

  A:  A3-G4 

Daniel Afonso, Jr. Colla Voce 

Music, Inc. 

20-96170 

SET ME AS A 

SEAL UPON 

YOUR HEART 

  T:  G3-F#4 

  B:  E3-E4 (D3) 

Laura Farnell Hal Leonard 

Corporation 

08551864 

Shenandoah   S:  A3-D5 

  A:  A3-A4 

  B:  D3-D4 

Paul Basler Colla Voce 

Music, Inc. 

36-20400 

The Wind   I:  C4-F5 

 II:  C4-C5 

Earlene Rentz Colla Voce 

Music, Inc. 

15-96470 

THEN, NOW, 

FOREVER 

  S:  C4-G5 

  A:  C4-E5 

David L. Brunner Boosey & 

Hawkes 

48019169 
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APPENDIX B.   

 

REPERTOIRE ORGANIZED BY VOICE CATEGORY 

 

SA (two-part treble) 

Title 
Voicing and 

Ranges 
Composer/Arranger Publisher 

Catalog 

Number 

A Child Is Born in 

Bethlehem
 64

 

  S:  D4-G5 

  A:  D4-D5 

Philip Stopford Ecclesium 

Music 

Publishing 

(Hal Leonard)  

08745636 

ALL THY GIFTS 

OF LOVE 

  I:  C4-E5 

 II:  C4-E5 

David Brunner Boosey & 

Hawkes 

48019152 

Alleluia  

from 

Laudate Jehovam, 

omnes gentes 

  I:  D4-E5 

 II:  A3-C5 

Georg Philipp 

Telemann/ 

Patrick Liebergen 

Hal Leonard 

Corporation 

08551880 

Children Of Light   I:  A3-F#5 

 II:  A3-E5 

Valerie Ann 

Webdell 

Colla Voce 

Music, Inc. 

24-96850 

Der Herr Segne 

Euch 

  S:  F#4-G5 

  A:  C4-B¨4 

         Or 

  T:  F#3-G4 

  B:  C3-B¨3 

Johann Sebastian 

Bach 

 

Colla Voce 

Music, Inc. 

20-96140 

DIDN‘T MY LORD 

DELIVER 

DANIEL? 

  I:  F4-D5  

(Descant up to G5)
65

 

 II:  B¨3-B¨4 

Moses Hogan 

 

Hal Leonard 

Corporation 

08745537 

DOWN BY THE 

RIVERSIDE 

  I:  D4-D5 (G5) 

 II:  B3-B4 

Becki Slagle Mayo Shawnee 

Press, Inc. 

E0578 

Dreams   I:  D4-E5 

 II:  D4-A4 

Rollo Dilworth Hal Leonard 

Corporation 

08744453 

Ev‘ry Time I Feel 

The Spirit 

  I:  C#4-E5 (G5) 

 II:  C#4-C#5 

Moses Hogan  

 

Hal Leonard 

Corporation 

08745536 

Evening 

Song/Abendlied 

  S:  F4-F5 

  A:  C4-D5 

Felix Mendelssohn-

Bartholdy 

Thorpe Music 

Publishing 

Company 

392-03001 
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 All titles in this document are printed as they appear in the published octavos. 
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 Optional notes and voice parts are in parenthesis. 
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SA (two-part treble) – Continued 

Title 
Voicing and 

Ranges 
Composer/Arranger Publisher 

Catalog 

Number 

FOR A 

CERTAIN 

ARTIST 

  I:  C4-E5 

 II:  C4-D5 

David L. Brunner Boosey & 

Hawkes 

48019226 

I Had A Paintbox   S:  C4-F5 

  A:  B¨3-F5 (G3)  

Z. Randall Stroope Colla Voce 

Music, Inc. 

48-96900 

ICH WOLLT‘, 

MEINE LIEB‘ 

  S:  E4-F#5 

  A:  C#4-C#5 

       -or- 

  T:  E3-F#4 

  B:  C#3-C#4 

Felix Mendelssohn 

Bartholdy 

National 

Music 

Publishers 

NMP146 

If I Could Catch a 

Rainbow 

  I:  C4-F5 

 II:  C4-C5 

Brad Printz Heritage 

Music Press 

15/1538H 

Joy in My Heart   I:  E¨4-E¨5 

 II:  B¨3-B¨4 

Rollo Dilworth Hal Leonard 

Corporation 

08551899 

LAS 

MAÑANITAS 

  I:  C4-F# 

 II:  C4-D5 

Francisco J. Nuñez Boosey & 

Hawkes 

48005143 

Lauliku Lapsepõli   S:  B4-G5 

  A:  G3-E4 

Veljo Tormis Earthsongs S235 

Resonet in 

laudibus 

  S:  D4-F#5 (A5) 

  A:  C4-E5 

B. Wayne Bisbee Santa Barbara 

Music 

Publishing, 

Inc. 

SMBP495 

Show Me Your 

Ways 

  I:  D4-F5 

 II:  D4-F5  

(D4-C5 part II split) 

Joe Cox Abingdon 

Press 

0687345812 

Simple Wisdom   I:  C4-G5 

 II:  B¨3-F5 

Shirley McRae Hal Leonard 

Corporation 

08743497 

SMALL VOICES   I:  C#4-F#5 

 II:  B3-D5 

Jim Papoulis Boosey & 

Hawkes 

48005165 

Spinning Song 

from Kashmir 

  S:  B3-E5 

  A:  B3-E5 

Neil Ginsberg Santa Barbara 

Music 

Publishing, 

Inc. 

SBMP541 

STARS, SONGS, 

FACES 
  I:  D4-E¨5 

 II:  D¨4-E¨5 

Nick Page Boosey & 

Hawkes 

48019128 

The Bird‘s Song   1:  C4-D5 

  2:  C4-F5 

Henry Hinnant Hinshaw 

Music, Inc. 

HMC1953 

The Wind   I:  C4-F5 

 II:  C4-C5 

Earlene Rentz Colla Voce 

Music, Inc. 

15-96470 
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SA (two-part treble) – Continued 

Title 
Voicing and 

Ranges 
Composer/Arranger Publisher 

Catalog 

Number 

THEN, NOW, 

FOREVER 

  S:  C4-G5 

  A:  C4-E5 

David L. Brunner Boosey & 

Hawkes 

48019169 

TUTIRA MAI  

(WE STAND AS 

ONE) 

  I:  E4-F#5 

 II:  E4-E5 

Henry Leck and 

Martin Ellis 

Hal Leonard 

Corporation 

08745208 

What Child Is 

This? 

  I:  B3-G5 

 II:  B3-E5 

Jack Noble White Hal Leonard 

Corporation 

08551677 

 

 

SSA (three-part treble) 

Title 
Voicing and 

Ranges 
Composer/Arranger Publisher 

Catalog 

Number 

A Psalm of 

Praise 

  S:  C#4-G#5 (B5) 

  S:  C#4-E5 

  A:  A¨3-A4 

Jeffery L. Ames Colla Voce 

Music, Inc. 

18-96700 

AHAY TURUBAN 

(MOUNTAIN 

SONG) 

  I:  D4-E¨5 

 II:  D4-E¨5 

III:  G3-E¨5 

Ruth Dwyer 

and Martin Ellis 

Hal Leonard 

Corporation 

08745209 

Ave maris stella   S:  D4-F5 

  S:  C4-E5 

  A:  C4-C5 

Jacob Obrecht 

 

Alliance Music 

Publications, 

Inc. 

AMP0609 

Both page and 

pen  

Book II from 

ALARCON 

MADRIGALS 

  S:  C4-E¨5 

  S:  B¨3-B¨4 

  A:  F3-A4 

Roger Bourlad Yelton Rhodes 

Music 

YR1013 

Cantate   S:  E4-E5  

(Descant up to A5) 

  S:  D4-D5 

  A:  B3-D5 

Carolee Curtright Roger Dean 

Publishing 

Company 

15/1852R 

Catch a falling 

star 

  S:  C4-E5  

(Descant up to G5) 

  S:  C4-E5 

  A:  D4-E5 

Bob Chilcott Oxford University 

Press 

3355469 

Dream a Dream   S:  D4-F#5 

  S:  C4-F#5 

  A:  A3-B4 

Sam Bebenia, 

James Shearman, 

and Simon 

Greenway/ 

Roger Emerson 

Warner Bros. 98711505 
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SSA (three-part treble) – Continued 

Title 
Voicing and 

Ranges 
Composer/Arranger Publisher 

Catalog 

Number 

Dzeŋnãã  

from  

Four Choruses 

from Ghana 

  I:  F4-D¨5 

 II:  D4-B¨4 

III:  B¨3-E¨4 

Pascal Yao Younge Colla Voce 

Music, Inc. 

20-96400 

Et In Terra Pax   I:  E4-F5 

 II:  B3-D5 

III:  F3-D4 

Mary Lynn Lightfoot Heritage Music 

Press 

15/2097H 

GATHER YE 

ROSES 

  S:  D4-F#5 

  S:  D4-D5 

  A:  B3-A4 

Earlene Rentz-

Turner 

BriLee Music 

Publishing 

Company 

BL383 

Get On Board!   S:  C4-G¨5 

  S:  C4-G¨5 

  A:  C4-F5 

Paul Caldwell and 

Sean Ivory 

earthsongs S241 

Give Thanks for 

Music 

  S:  D4-G5 

  S:  C#4-E5 

  A:  D4-D5 

Alice Parker Treble Clef 

Music Press 

TC272 

GLORIA!   I:  D4-F#5 (A5) 

 II:  D4-E5 

III:  D4-E5 

Shari Riley Southern Music 

Company 

Publications 

SC680 

Good News!   S:  E4-G5 

  S:  E4-E5 

  A:  C4-E5 

André Thomas Heritage Music 

Press 

15/1886H 

Hodie   S:  E¨4-G5 

  S:  E¨4-E¨5 

  A:  B¨3-D5 

Nancy Cobb Hill Santa Barbara 

Music 

Publishing, Inc. 

SBMP501 

I Am a Child   I:  D¨4-F5 

 II:  D¨4-D¨5 

III:  E¨4-B¨4  

Tom J. Shelton, Jr. Colla Voce 

Music, Inc. 

18-96710 

Laudamus Te Descant:  F4-F5 

  S:  B¨3-A¨5 

  S:  B¨3-E¨5 

  A:  F3-E¨5 

Antonio Caldara/ 

Nancy Grundahl 

Alliance Music 

Publications, Inc. 

AMP0660 

LAUDATE 

PUERI 

  S:  C4-A5 

  S:  C4-F5 

  A:  A3-C5 

Johann Michael 

Haydn 

 

Hinshaw Music, 

Inc. 

HMC 1836 

Liebe   S:  A3-F#5 

  S:  A3-F#5 

  A:  A3-F#5 

Franz Josef Haydn/ 

Nancy Grundahl 

Alliance Music 

Publications, Inc. 

AMP0635 
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SSA (three-part treble) – Continued 

Title 
Voicing and 

Ranges 
Composer/Arranger Publisher 

Catalog 

Number 

Los bilbilicos   S:  B3-E5 

  S:  B3-E5 

  A:  G#3-E5 

Paula Foley Tillen Treble Clef 

Music Press 

TC255 

Maquerúle   S:  F4-G5 

  S:  C4-D5 

  A:  G3-A4 

Julían Gómez 

Giraldo 

Hal Leonard 

Corporation 

08745300 

Mawn Me Le 

Ame Ðe Fu Me 

O from 

Four Choruses 

from Ghana 

  I:  E4-F#5 

 II:  C#4-D5 

III:  A3-C#5 

Pascal Yao Younge Colla Voce 

Music, Inc. 

20-96400 

Musica Dei   S:  B3-A5 (C#6) 

  S:  B3-C#5 

  A:  B3-A4 

Cristi Cary Miller Hal Leonard 

Corporation 

08745327 

Rosa Amarela   S:  F4-F5 

  S:  C4-D5 

  A:  A3-G4 

Daniel Afonso, Jr. Colla Voce 

Music, Inc. 

20-96170 

Shall I Compare 

Thee? 

  S:  C#4-G5 

  S:  C#4-F#5 

  A:  B3-D5 

Clifton J. Noble, Jr. Treble Clef 

Music Press 

TC273 

Shenandoah    S:  C4-F5 

  S:  C4-D5 

  A:  A3-C5 

Paul Basler Colla Voce 

Music, Inc. 

18-96750 

The Angels Will 

Guide You 

Home 

  S:  B3-E5  

(Descant up to G5) 

  S:  B3-E5 

  A:  B3-E5 

Eleanor Daley Alliance Music 

Publications, Inc. 

AMP0581 

The Cloths of 

Heaven 

  S:  C4-G5 

  S:  B¨3-G5 

  A:  B¨3- B¨4  

Eleanor Daley Alliance Music 

Publications, Inc. 

AMP0511 

THE PIPER   I:  C4-F5 

 II:  C4-C5 

III:  A3-A4 

Mary Goetze Boosey & 

Hawkes 

48019089 

THE SUN HAS 

CLIMBED THE 

HILL 

  S:  B3-A5 

  S:  B3-G5 

  A:  B¨3-E5 

René Clausen Fostco Music 

Press 

(Shawnee Press, 

Inc.) 

MF0936 

THINGS THAT 

NEVER DIE 

  S:  B3-F#5 

  S:  B3-D#5 

  A:  G#3-D#5 

Lee Dengler Shawnee Press, 

Inc. 

B0578 
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SSA (three-part treble) – Continued 

Title 
Voicing and 

Ranges 
Composer/Arranger Publisher 

Catalog 

Number 

Tutu Gbɔvi 

From 

Four Choruses 

from Ghana 

  I:  E4-G5 

 II:  D4-C5 

III:  B3-A4 

Pascal Yao Younge Colla Voce 

Music, Inc. 

20-96400 

‗Twas in the 

Moon of 

Wintertime 

  I:  D4-G5 

 II:  C4-E¨5 

III:  A3-D5 

Ken Berg Colla Voce 

Music, Inc. 

18-96720 

Will You Teach 

Me? 

  S:  C4-F#5 

  S:  C4-E5 

  A:  A3-D5 

Eric W. Unruh Pavane 

Publishing 

08301725 

 

 

SSAA (four-part treble) 

Title 
Voicing and 

Ranges 
Composer/Arranger Publisher 

Catalog 

Number 

Ave Regina 

Coelorum 

  S:  A3-B4 

  S:  E4-F#5 

  A:  E4-F#5 

  A:  E4-F#5 

Giovanni Pierlugi da 

Palestrina 

 

Roger Dean 

Publishing 

Company 

15/2165R 

Ave verum 

corpus 

  S:  C#4-G5 

  S:  C#4-G5 

  A:  B3-E5 

  A:  F#3-E5 

Camille Saint-Saëns Carus-Verlag 9.507 

Christe Eleison Double Choir 

  S:  F4-F5 

  A:  D4-D5 

  S:  E4-F5 

  A:  C4-D5 

Antonio Vivaldi 

 

Roger Dean 

Publishing 

Company 

15/2169R 

Crossing the Bar   S:  C4-A5 

  S:  C4-G5 

  A:  B3-C5 

  A:  G3-C5 

Gwyneth Walker E.C. Schirmer 

Publishing 

6377 

Dravidian 

Dithyramb 

  S:  E4-G#5 

  S:  D4-D5(E5) 

  A:  D4-C5 

  A:  G#3-B4 

Victor Paranjoti 

 

earthsongs S179 

Duo Seraphim 

clamabant 

  S:  F#4-F#5 

  S:  F#4-F#5 

  A:  A3-A4 

  A:  A3-B4 

Tomás Luis de 

Victoria  

 

Alliance Music 

Publications, Inc. 

AMP0583 
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SSAA (four-part treble) – Continued 

Title 
Voicing and 

Ranges 
Composer/Arranger Publisher 

Catalog 

Number 

Et in terra pax   S:  F4-G5 

  S:  C4-D5 

  A:  A3-B4 

  A:  F3-B4 

Joan Szymko Santa Barbara 

Music 

Publishing, Inc. 

SBMP493 

Fülemüle 

(The 

Nightingale) 

  S:  B3-A5 

  S:  B3-F#5 

  A:  A#3-E5 

  A:  A#3-E¨5 

György Orbán  Hinshaw Music, 

Inc. 

HMC2043 

I Dream a World   S:  B3-A5 

  S:  B3-F5 

  A:  B3-D5 

  A:  B3-C5 

Joan Szymko Santa Barbara 

Music 

Publishing, Inc. 

SBMP613 

Landscape   S:  E4-G5 

  S:  E4-E5 

  A:  A3-C#5 

  A:  G#2-C#5 

Ruth Watson 

Henderson 

Treble Clef 

Music Press 

TC264 

Let Evening 

Come 

  S:  F4-F#5 

  S:  F4-D5 

  A:  C4-D5 

  A:  G3-D5 (D3) 

Gwyneth Walker E.C. Schirmer 

Publishing 

5946 

Little David, 

Play on Yo‘ 

Harp 

  S:  D4-G5 

  S:  D4-G5 

  A:  A3-D5 

  A:  A3-C5 

David Hailstork Theodore Presser 

Company 

312-41829 

Noël des marins 

(Sailors‘ Carol) 

  S:  D4-A5 

  S:  C#4-A5 

  A:  G3-D5 

  A:  G3-D5 

Cècile Chaminade Treble Clef 

Music Press 

TC 276 

O salutaris 

Hostia 

  S:  E4-A5 

  S:  C4-F#5 

  A:  G3-B4 

  A:  E3-B4 

Frank Ferko E.C. Schirmer 

Publishing 

5991 

Psalm 23   S:  E¨4-B¨6 (C6) 

  S:  B¨3-G5 

  A:  B¨3-E¨5 

  A:  B¨3-E¨5 

Z. Randall Stroope Alliance Music 

Publications, Inc. 

AMP0463 
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SSAA (four-part treble) – Continued 

Title 
Voicing and 

Ranges 
Composer/Arranger Publisher 

Catalog 

Number 

Quant j‘ai ouy le 

tabourin 
  1:  C4-A¨5 

  2:  C4-E¨5 

  3:  C4-C4 

  4:  C4-A¨4 

William Brown earthsongs S205 

Roulez jeunes 

gens roulez 

  S:  C4-G5 

  S:  C4-D5 

  A:  C4 C#5 

  A:  A3- C#5 

Joseph A. Gregorio Treble Clef 

Music Press 

TC219 

Salve Regina   S:  C4-D5 

  S:  D4-D5 

  A:  D4-D5 

  A:  G3 B¨4 

Giovanni Pierluigi da 

Palestrina 

 

Roger Dean 

Publishing 

Company 

15/1853R 

Softly, Little 

Child 

  S:  C4-G5 

  S:  C4-G5 

  A:  F3-B¨4 

  A:  F3-F4 

Daniel Gawthrop Dunstan House DH0514 

The Dream 

Keeper 

  S:  B3-F#5 

  S:  B3-E5 

  A:  B3-D5 

  A:  B3-D5 

Andrea Ramsey Colla Voce 

Music, Inc. 

15-96480 

 

 

SAB (three-part mixed) 

Title 
Voicing and 

Ranges 
Composer/Arranger Publisher 

Catalog 

Number 

Angel in 

Eternal Flight 

  S:  E4-G#5 

  A:  C#4-C#5 

  B:  E3-D4 

Valerie 

Webdell 

Heritage 

Music Press 

15/1780H 

BRING 

DOWN THAT 

CHARIOT 

  I:  C4-F5 (G5) 

 II:  A3-E5 

III:  F3-D4 

Berta and 

Sonja 

Poorman 

Warner Bros. SVM04022 

Dawn Me Le 

Ame Ðe Fu 

Me O 

from 

Four Choruses 

from Ghana 

  I:  E4-F#5 

 II:  C#4-D5 

III:  A3-C#5 

Pascal Yao 

Younge 

Colla Voce 

Music, Inc. 

20-96400 

Down by the 

Riverside 

  S:  D4-G5 

  A:  D4-B4 

  B:  C2-B2 (G2) 

Becki Slagle 

Mayo 

Shawnee 

Press, Inc. 

D0701 
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SAB (three-part mixed) – Continued 

Title 
Voicing and 

Ranges 
Composer/Arranger Publisher 

Catalog 

Number 

Durme, 

durme 

  S:  D4-F5 

  A:  C#4-D5 

(T)B: D3-B¨3 

(D4) 

David Eddleman Carl Fischer 

Music 

CM8887 

Dzeŋnãã  

from  

Four 

Choruses 

from Ghana 

  I:  F4-D¨5 

 II:  D4-B¨4 

III:  B¨3-E¨4 

Pascal Yao Younge Colla Voce 

Music, Inc. 

20-96400 

Et In Terra 

Pax 

  I:  E4-F5 

 II:  B3-D5 

III:  F3-D4 

Mary Lynn Lightfoot Heritage 

Music Press 

15/2097H 

EXSULTATE 

JUSTI 

  I:  D4-E5 

 II:  A3-G4 

III:  E3-D4 

Lodovico Viadana/ 

Sherri Porterfield 

Alfred Music 

Publishing 

23885 

I Will Sing!   I:  C4-F5 

 II:  C4-D¨5 

III:  F3-E¨4 

Roger Emerson Hal Leonard 

Corporation 

08551746 

Let the Music 

Ring! 

  I:  E4-F5 

 II:  B¨3-A4 

III:  F3-D4 (B¨2) 

Cynthia Gray Heritage 

Music Press 

15/2116H 

Portrait of a 

Painter:  

Monet 

  I:  D4-D5 

 II:  A3-B4 

III:  F#3-D4 

Amy F. Bernon Heritage 

Music Press 

15/2160H 

Shenandoah   S:  A3-D5 

  A:  A3-A4 

  B:  D3-D4 

Paul Basler Colla Voce 

Music, Inc. 

36-20400 

Ye Banks and 

Braes 

  I:  B3-D5 

 II:  B3-D5 

III:  F3-D4 

Russell Robinson Carl Fischer 

Music 

CM8734 
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