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CHAPTER I
INTRODUCTION

Over the ysars there has besn a controversy smong vocal
music instrustors and choir masters as to whether a boy should sing
during the time his voice is changing. Will a boy ruin his voice
by singing, or will the voice de improved? Does a boy's voice
change or does it break? What causes this change or break, and
vhen 1s 1% likely to oecur? What do the experts say in answer to
thess gquestionsa? |

The answers to these guestions are needsd by all teachers
of vocal music who deal with boys from the sixth grads through high
school, The teacher must understand what is happening in the vooal
MWetwmbwththhmmmw
oent years. The boys should then be helped to wnderstand what is
happening t% thelr voises so healthy attitudes toward singing can
be daveloped. |

The principal theories concerning the adolescent boy's voice
are the traditional or bresk theory and the modsrn or changs theory.
The termms traditional and modarn ars misnomers becauss sach theory
has been in existence for over a century, with the traditional
break theory being the most accepted in thes late nineteenth and
sarly twentieth centuries, and the modern change theory gaining
prominenss and accaptance mors in modern times.
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The proponsnts of the break theory belisve that the boy's
voice suddsnly breaks from a high treble voice to a volice of uncartain
eontrol, and that the voice should be rested for several years during
the break, until it settles down into an adult voice of bass, baritone,
or tenor., If the voice is not rested, it msy be permanently damaged.
The changs theory, widely followed todsy, asserts that the
boy's voics, when handled properly, will lower gradually, and that
it strengthens ths wvoice to use it during this period.
. The eause of this break or changs is physiological, although
it has many psychological implications, Frederick J. Swansen,
through ressarch and testing of boys' wvoices in Moline, Illinois,
found ths following facts:
(1) VYoice changs cocurs as a secondary ssxual
charscteristio,
{2) It ocours besause of the yapid change in sise
and proportion of the larynx, resulting from
the pressnce of certain hormones in the body
as the mals sex organs grow and funetion,

(3) Ags, height, md weight are not relisble
Muera!mm into the perdod of

volice change
rmymmmms would change, Swanson used the
Davenport Scale. Mmﬁﬂuwwaﬁ’whumm-
ment in six stages. The first is pre-puberty; numbers two through
five are pubsrty, and nusber six is post-pubsrty.?

lyrederick J, Swanson, *Volce Mutation in the Adolescent Males
An Expsriment in Guiding the %:tca Devslopment of Adolsscent Bayc in
General Music Classes.” (University of Wisconsin, Ph. D., 1959, Amn
Arbor, Michigan, University Microfilms, Ine., 1960), pe 0.

Zrrederick J. Swanecn, "When Volces Changs," Music Educator's
M (m; Fab, -Mar .y 19&)} PPQ S0=56,
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Swanson found that the development of pubic hair preceedsd
voics mutation, "Signs of voiee mutation typically appsar at about
stage three on the Davenport Scale, rarely befors stage two, and
always by the time stage four has besn reached. Height and weight
nay be only fairly dependsble pradictors. . ."3

As the adolescent develops, his voice begins to lower in
pitch, The voice box enlarges and the vocal bands becoms thicker
and longsr, and all supporting musclss, such as chest gnd abdominal
muscles, bscome ;tmm,k

The physiselogical facts are not disputed by sither ths
break or the changs theorists, Their differemces lie, rather,
in the treatments of the voice during the period of change. To
compars thess two thsories and consider their marits, various author-
ities have been consulted. This thesis will attempt to find, through
thess authorities, the most practicable methods of guiding boys
thmggh the period of the voice changs,

ngo, Pe Sob‘
' hlmhlinn j: Imnu, and William C, Rice, Vocal Teshnigue for
Children and Youth., (New York: Abingdon Press, 1362 ; s Po Ohs




CHAPTER II
THE BREAK THEORY

The break theory originated in Engiand and maintains that
the boy’s voice breaks during adolescence; that it goes through a
period of uncertainty to the voice of a tenor or bass, Vhile this
break is occurring, roughly betwesn the seventh and ninth ysars of
school, the voice should be rested, If the wvoice 1s not rested,
permansnt damage may occur to the after-voice. ®*This is the theory
generally adopted by church musicians and school music sducators
in Rngland and by churoch musicians in America,">
Emil Behnke and Lennox Browne, in a work published ia 1885,
asked 190 choirmasters and vocal teachars whether they thought it
was safe for a boy to continue singing while his voice was passing
through the bresaking stage. They found this
2 correspondents say that it ig safe.
11 say it is safe, 1f the voica be only modsrately

used, and not strained. :
9 say a boy can continue' to sing if he take a

mx’m.
3 recommend a lower part for a time, and afterwards
erfsct rest. .

3 recats tSa@wmoftmalmpmm
the voice breaks,

2 comment on the danger of singing too soen after
the bresak, before the voics is settled.

SDuncan MoKensie, Training the Boy's eh%' (Mow
8, 1950), p. 3.

Brunswick, New Jerssy: Rutgers Uniwersity




11 resark that there is often no yeal break but
only a gradual shenge.
6g&v¢ insonelosive replies,
6%%;@%&%&&” attending the break,
158 say that it um Beoj m: gwabay%
sing whiles his wo

Considering that most recommend either limited use or no uee
af the voloe during this tine, here follows a sawple of the answers
to the questions Do you sconsider it safe for s boy to continue singing

Dr. A. B, Dyer: ‘'wWhean a boy continues singing lred
while the voice is breaking, or up to that tima
usually mains tha volise for after years, &bayw
continue singing sLwars iﬁ,ﬁm injury under the
tewfigfnrs the wolce shows aymplons
Mmking,mmm iy then, when synplons
appear to indicate difficullty of producing the upper
notes, let him sing Senor, when [sic] his volce will
romaing or, if it appsars that the upper notes become
d.of4eult, 1ot him sing baritone or dass. I always
wmmum,mammmmuﬁu
always good. Voices differ, of emrm; a caraful
supervision is always necessary,'
¥r, Alfred J. Byres 'MW%M&WW,

pm,nsw,mramam,wmmﬁm
second treble or an alte part, and aftorwsrds rest
satirely.’

Dy Abram 'zﬁmmmnwmmmu
boy's volce commences to break that he is sacourage
to sing . Inwtmmmam&imim
is the resuit,

Dr. Stainer: 'I have found that & largs majority
of young men bagin to use their voice before 1L i
fgotilad® and so injure their vocal orgens peraanente
l7. I kave also fownd that thelr woloss are liasble,
ww:a?ﬁﬁung,tamwmxnawwméwwm
ME"&

Dr. Bridgs:s ‘¥o, I balisve that a boy should cegse
to sing as soon as his volce shows signs of hresiking,!

king period?

5hud1 Betnke, Lenmox Browns, T mmr Volcs, (Chieagot
A, He ¥arguls Mgﬂng mgS)t PP 5&




8ir Robart Stewart: ‘'Ho. Yo more than to move his
arm vhile the bone knits, after breaking u.
Mr. George Kemneth:t 'Singing should be

Wm the voice is undergoing © ahmgn,
o Boy the ages of fourteen and edghteen.'®

Behnke and Browne, aftsr {inding that the large majority
thought it wrong to continue singing, asked their correspondents what
the resultes wers of boys being made to ming threugh thae period of
pubarty. They received 152 replies, The results are listed belows

kO eorrespondents have no knowledge,

5 think that the voloe is improved by the experinent,
10 know of the ssperiment having been muade, and

congider it has caused no hars %o the wolce,
8 mention results sc variable as to admit to no

conclusion,
79 My tmt tha wwimt causes gert Ll
atdor Y to the aft ploey and
that tw have

am'maxmmg effects in their own perecna.d

The resulis of this questiomnaire showed that most of the
cholirmasters and teachers knew of instances where the results of
singing through the break were damsging to the alter~roice, although
2 small mimority thought the voles was not barmed, bul helped; and
sone thought it amade little differsnce. Samplea of the answers the
corrsspondents gave on boys made to sing during puberty are given
below:

Hpre Huamphrey J. Starks 'I have watohed such
Wﬁa@mﬂy,mthmtmﬂwm&éem&thﬂ

the result is to wnmw injure the tone-
qml%ahm) of ths voice.'

?ﬁﬁiﬁ., PPy 65*?20
1b1d., pp. 7576,




iire Charles !, Lloyds 'Mmmmmat

uy sogualintance assures me that he sang soprano as a
hoy; end than albo, tm;mﬁﬂn&lyw, without
inteyainsion. '

Yir, Arthur G, ladgh: 'The result in overy cass has

besn ruin to the voice,

dev, O, ¥Willoughby Serretis ‘“’hmkwmamwm

meawmmhumthsbwwm

m D A g

ey Jawes Fa hrook: 5!5¥mmmmaw

mh, with the mmlt that, in the large ma! of

osaes, the boys have afterwards become very

singers of slto, tenor, or bass.'

Mr. Gsorge Esaneth: "My own voloe was spolled by

mmumemmatztgmmmﬁmm

perdod from fourtesn to eliphteen,?

In 1895, Prancis Howard acknowledged that within s few wonths
a boy's voies nay change from & soprans to a light bass with only a
range of eight to twelve notes, or the change could extend over a
pariod of three ysars after the first distinat break before any
certainty to ths voice could be regained,l®

Howard believed that 1f the voios changed repidly, all einging
should be stopped, "Really, in such casss, boys camnot sing even 4if
they sttenpt o do 80,711 Thoss boys get so hosrss, end their piten
mwmuuwuwm'm\mwmmdam
natuwral bass® that a boy osn sing only in monotons if he has the
courage o brave ", . .the ridicule cccasioned by his uncontrollabls

vocsl sntics, |when| he tries to join in,"}2

PIbid., ppe 7682,

10prancis &, foward, The Child
T™he H, W. Ormy Co., 1895), op. Lih=iit

Drvide, ppe 14=115,
¥10id.

RLIN . (ﬁm z&l‘kt
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Howard does cite cases where voices break less rapidly, making

ginging possibls during the bmk. whether to sing or not to sing
depends on the individual voice and how much time is to be spent in
singing. Howard believes that although singing is possible during
the break, it is wiser to rest the voice., In Howard's day, the
smount of time spent singing in schools was quite limited, while
the amount of time spent in church choir ginging was considerably
greater. He belisved it would have been as sensible to forbid
reading aloud and talking during the break as it would to inhibit
the use of the voice during fifteen or twenty minutes of dally
singing,13

Howard thought it absurd to adwocate compleie noneuse of the
voice during this period in sither talking or singing, dbut that it
was important to guard against its misuse:

If boys have up to this time used only the thick

register, thesy will in singing through the break

intensgify their bad habits; throatiness, harshneas,

nasality, will bacome chronic. Thias would be bad

enough, . but sach bad vocal habit results from the

abnormal uses of the vocal organs, and occaslong

hoarseness, chronic sore throat, catarrh, eto,1b

Clauds Ellsworth Johnson, organist and choirmaster of the
Church of the Holy Cross in New York, wrote that choirmasters should
caution boys whose voices break to rest entirely until their voices

have completely settled, He suggests that the boys use their former

lBIbiﬂn; Pe 117.
lhrpig,, p. 118,
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trairdng to judge the merite of other ghoirg thay hear, and sbudy
misic in other waye while resting their wolces. Hs thinks the boys
,czmmﬂmmmmgzrwhwmm%mwmmm«mm
the point of complste uresk,)>

Prank R, Rix, in 1910, asked a similsr question: Should bays
ammpmmauuvm«wmmmwmgmm
period of "uncertain cordral® that follows the break?

Intil vecently the genersl custom was %o heep the
boy einging soprano as long as he can sing it. Sowe

boys are even kept singing when Yhey sre werely uaing

the falsetto which remains alter the mubation.

changing period, Othere say that the voice may be used

softly within a emall renge, Dperiewe shows that a

wmwefmmkam%mmmmmoma

mmmammmyml%amnyw
trolled, it should rest for s tima.:

Rix believes that 1% is a serisus metter whether or not &
oy should be kept singing soprano wmtil the bresk ovcurs. I he
doss sing until the break ocours, the change very frequeatly is
sudden and will result in totsl incapacity for soss tiss, The
professional choir boy is tesptsd to do so, and the cholrmaster

does not like to give up the boy when he seems go able and exper-

imnced, e fears that the futurs usefulness of the wolce lsn't
alunys considersd. To prevent demage, Kix recomwends the cessation
of soprana vocal assipments at least s yesr befors the change ls
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sxpected. Fe fosls that the bay seads tise and patience %o besowe
accustomed to the lowar register of his valem, uweing =mellow, wnforced
tones, Vocalisss and songs in the contyalis or isnor rangs should be
used to strengthen the voice, Those idess of Rix's are much the sawe
as sone wodsyn theoriss,l’

Bebnky and Hrowne in thelr work, the first to be publisted on
the problem of ths bay's changing volews, asked anmother gquestion of
their correspondsnts: Is there s temptation to use the boy seprane
volos sven wp to the time wheu he ought to have stopped singing?
They received 170 repliss, and only four said thet the temptation did
not exist. The following sawpls of repliss to this queostion 1llustrate
the fewlings

Dre Henry R, Pringuer: ‘Very weeh temptation, but
not neosssarily hareful, xmrmmmamﬁm
wmmamm(mmawww},
and who have sung mueh up to the last, ssldos tum out
% be tenoras afterwards; but, as basses, have not
u%many injured their voices, This has been the

i vmxmzmunwww
, XY : is when I hawe carefully
et ragistor of the
boy's volce,'

¥rs J, Starke 'Soys sre often kept in ohoirs at
the tine thelr voices are changing, from other than
motives, Probably the boy doss not care to
and there is a chanoe that, if he onoe gave
@mmwm,mmidwmnm
adult choristor, Theoe reassns often coupsl a
oholirmanter, sgainst his mﬂmu, to retain
boy whose volce is ¢
Dr, Charles ¥, "sarcer *Mmum
& temptation, snd still more unfortunately this

17rnid., pp. 5559,
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is not often resisted, "nly last
I met at a choir rehesarsal a younz wan

wom I had not seen for tenm years., Then he was
a #olo boy in an important London choir, How he
is a very seconderate alto singer (I mesn as
regards the quality of his voies). When remons.
strating with bim for singing alto at all, he
informed me that his oholirmaster had kept hinm
singing treble as long as he was abls to produce
a note; and them, when hls volice falled him,
after nany dissppointing sttempts abt alnging
tenor and afterwards bass, he Sook refuge in the
alto rank, whers he is able to use (in a ghastly
wanner) what little remains to him of his fine
trebls woise,'18 |

]

Dr. Te Tortius Noble, for many ymars the choirmaster st the
St, Thomas Clureh in New York, in a 1950 magssine articls schoed the
belief that a boy should rest his voiee for two or three years during
the changing pariod. He felt that it was difficult to obtain proper
rasonances during the period, tmt it did not harm the volce to sing
during the change,’”

In the ssme articls, Harald Bedding, who was musical director
of the Viemna Choir Boys, said he believed that a boy should sing wp
to the time the voice changes, at about age fourtesn, AfLer the
change, the voiee should be rested until sge ssventeen to keep the
woice froam being injured, Only aboubt five oub of one hundred voices
may safely be used during the change, 20

18nehnks and Browne, pp. 35«90,

Vyarold ¥, 0ilbert, "The Changing Voles," itude, LIVII
: + Wi ; : , 11
April, 1950), p. 56 ’ = ¢

21v3d,, ppe 56-63.




12
The o&r&i@ﬂ authoritiss of thes bresaking voice, Behnke and
Browns, the majority of thelr contemporaries, and several modern
musicians felt that the boy's voics would break when it reached the
age of adolescence, and for the safety of the future bass, baritone
or tenor voice of the adult male, the boy should refrain from singing
during the time of the break, Although some authoritles thought that
si.nging‘ through the break was not harmful, they felt ginging trebls
(soprano) until the break was harmful. Their solution to the problem
was to have the boy sing lower parts as his voisce changed. This idea

is the basis of the change theory, which is very highly accepted in
modern times,




CHAPTER IIX
THE CHANGE THEORY

While most of the musiclans in the late nineteenth and early
twentisth ceanturies belisved that it was harmful to sing during the
period that the volce was bresking, a growing minority felt that it
was benn!ficial, or at least not harmful to sing during this period,
This minority felt that the voiee was changing, not breaking, and
the proper procedure was to let the boy sing lower parts and allow
his volce to change naturally. This thesory introduced sugh terms
as alto-tenor and cambiata into the vocabulary concerning the changing
voice, HNo matter what the terminology, proponsnts of the changing
voice theory felt that it was not harmful to sing during this period
if the boy was carefully watched and coached, Changing voice
theorists maintain two primary reasons for boys! singing during this
adolsscent perlod: It is good for the voice, and strengthens it;
it helps oantim» interest in singing. "If they are allowed to
drop out complstely in the junior high school, there is more than
a fifty-fifty ohance that they will be at the end of their singing
activities, "¢l

Kenneth N, Westerman, in a work written in 1947, was very
emphatic about letting a boy sing while his voice was changing, but
he cautioned against the voice's miguse:

2lggtner M, Keller, v
Progrss," The é"fnm:, (Rt °°:1.f1§§1355%5x e High School Vocal




The age=old question of whether to allow a boy

to sing during the time his voice is changing has a

very simple answer, Certainly! Let him sing! But

be sure, . .you never allow him to use any muscle

bloeks during the changing period, Bad habits are

easily formed during this time, but thers is no more

reason to stop singing than talking. . . .Watch for

signs of tension such as seowling, thrusting out the

jaw, straining the cords of ths neck, tipping the

head back, and the instant you sgc any of these signs,

have ths boy move down one part. 2

Genevieve A. Rorke, associated with the Los Angeles city
schools, also maw no reason for a boy to discontinue singing during
the adolescent period as long as the voice was watched carefully,

She felt that the first sign of mutation, a boy should be placed on
first bass, Keeping the boy on high parts too long would cause irrep-
arsble injury to his voice, Miss Rorke maintained that with skillful
direction, a boy could pass through the critical vocal period with no
inconvenience or embarrasmment.<-

Helen Steen Huls, instructor of woice at St..Cloud State
College, St. Cloud, Hinnmté, ferls that boys' voices do not break
unless they have been singing too high or have in some way strained
their vocal cords. She thinks that boys should be kept singing most
of the time, if not all of it, while the voice is changing:

Boy's volices should wove into the new, lower pitches
gradually, and should normally develop toward the

22 ,
Kenmeth N, Westsrman rgent Voice. (Ann Arbor, Michigan:
Dr, K, N, Westerman, 3.?31?); Pi’lﬁ T ’

“23genevieve 4, Rorke, Choral Teaching at the Junjor High Level.

{Chicagos Hall and McCreary Co., 1957 Js Pe g?.
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quality of the adult male one or two tones at a time,
If there is a sudden shift to a lower area, in which
the boy is 'one day a soprano, the next day a bass,!
some abnormality may be indicated, Often this sudden
break' occurs because the boy has been singing too
high, too long, and the vocal cords are strained
beyond their capacity. . .

In recent years it has been conclugively demonw
gtrated that not only can boys sing during the change,
but also it is advisable for them to do so. This
pranise must be qualified by the assumption they have
adequate vocal guidance in schools and choirs. It
presupposes teachers who will watch them carefully
for gymptoms that indicate the adviszability of thelr
moving to other voice parts, and who will be alert to
the begimning of poor wvocal habits., Singing under
proper supervision, at this time, is beneficial
because 1t iz one of the best ways to counteract
the sffect of playground yelling and the many weird,
nameless sounds that are constantly being made by
tesn-age boys. L

In discussing the American teacher's rols in the changing

voice theory, Duncan McKenzie, a leading contemporary authority on
boy's changing volces, atated that the position taken was that the
period of rest was not necessary. He felt that if a boy is taught
the correct use of his voice and is properly claseified for rangs,
he can go on singing throughout the period when his voice is changing.
The boy should then be "ready to take part in choral w-~% Jor mixed
and male voices at an earlier age than would have been possible if

the voice had been rested."2> McKenzie also believed that if a boy

diseontinued singing during adolescence, the chances were great that

2lyelen Steen Huls, The Adolescent Voices A Stu New York
QL1 . . 2 $
Vantagﬂ Pwﬂﬂ Iﬂc-, 1957),’13' g?o q (

Esﬂeiﬁmz&a, Pe Te

il
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horal music, s may not be woved
to retwrn to it if, during ths formative pariod of woise and
charecter, he is cut off from the plysical benefits of singing and

he would never again take wp ¢

the yet unrealized aspiritual foree of »m.'%

Georgs Omcer Bowen, diresctor of vocal musle education at
the University of Tulsa, Tulsa, Oilaboma, states that & bay whowe
voics 1a shanging should be encoureged to sing, sven though he feels
he cannot and does not want Lo try, Dowen saye that ths adolescent
ysars are a crucial period for the boy who enjoys singing. At times
& boy is inclined to believe that he can no longer sing, and some-
tines refuses to try, With proper guldance the boy can becows sware
of the fa@% that a transformation is taking place in his body and he
emh@mmnﬁwwxww. The boy disvovers that his new
voles hap lost the Tlaxibility and W that were prassnt in his
unchanged volce. His changing volos range, =maintaing Bowsn, occa-
sionally has only four or five tonss, The uss of the voioe during
thie time is "decidely helpful to s spesdier developmumt to the
new normaley,”®! Howen thinks because the chenge that is taking

place is one of naturs's own, it iz not a pathological condition,
or one which requires cosmplete disuse of the vocal apparatus.
It is pointed out that the vocal mechanisa consiute

of aateriale similar to thoss which malte up other
muscular partes of the body, and that they nesd sxsruise

b TR
ﬂw Onoar Fowen, "Experiences and An Experiment with
Boys' Volces,* Tne Pulletin, (VIII, Mo, 1, Sept.-Oot,, 1951), p. 15.
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for their development, just as the muscles of the

legs and arms must have exsrcise or they bescome

useless. With proper guidance, which consists of

a good deal of 'horse sense' on the part of the

teacher, ths boy's voice will gradually grow and

develop, and within the course of four or five

ysars, sometimes a Egortar time, become a new

musical instrument.

Bowen organized The Tulsa Boy Singers in 1948, The group
was sponsorsed by the University of Tulsa and had fortyethree boys,
aged nine to eleven, as members. All the boys had good voices,
true sars and the desire to sing. All voices were "in treble
quality, with no suspicion of change or lowering. »2? He found
that in the second season of the choir, the voices began to show
richer quality and a little more range in the lower voices. At
the beginning of the third ssason, he found, "Two had voices like
father's; others dodged when they saw 'middle C! coming up, and
others were inclined to pinch on the third space C tones.»30

Thess boys had been trained for two years and sang well, so
Bowen kept them singing, "but. . .we did not keep them singing and
pinching in the upper parts of their voices until they 'broke®' and
were definitely ruined for einging.“31

281m14,
297b1d.

307bid., p. 21.
31pig,
FR1vi4,
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Six boys whose volces had changed or wers close to it still
could sing as high as middle O and could glve powar snd depth to the
third part, "The third part consisted of nmome sixtoesn hoys wivee
volices wers beginning to changs, but whe mulé use the light quality
as high as third space C."3? The second part had twenty boys who
could sing high S or F, v

Sowen's experiment wes successful, although some of the
voices alwost did not hold out to the end of the season. "It dldn't
sound like a boys' choir as the term 1a generally understood, but was
most satisfsctory and satisfying. n33

Agreeing with Fowen that boys should be encouraged to use
their changing voices are Madeline I, Ingram and Willlam C. Rice,
who wrote, in Vocal Technigues for Children Youths "Most of

today's trained choral dirsctors. . .agrse that, under proper
guidance, a hoyfa volce is not harmed by his singing during the
ehmaa."y‘ They believe that the voice improves by being used wisely.
"L equal laportance is the fact that his interest is maintained and
probably heightensd because of the sxeiting challenge »f his new

voice and all the music ho can sing or soon will be able to simg.-*:*s

Ve,
Jhl‘ugm and Rice., p. 68.
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The soat izportent principle in handling young voices,
sooording to Ingres and Rice, is thet singing must be sagy and it
must be fun. AL the first signs of tension or discomfort on high
notes, ths boys should be moved Lo & lm part. For a time their
reanges may bs limited to five or six lones contersed aromd niddle €,
The boys should sing dowm through the break as long as thay are able
to do 30 without strain, “As the additional lowar tones becone
singable, [their need for the ‘unchanged' higher tomss will decrease,"

Ingras and Mice fael that susic instructors frequently are
imlimd’w;mehmemimmmfuwmdmxurmér&rw
obtain a "uanly® bass quality. To offsst this, they suggest the use
of @ falsetto voice at svery opportunity., YHost fourteen year old
changed voicss are light baritones, Every sffort should be ssde to
kesp a3 such of the volice as high as poosible, subject only to the
limitations of sasy singing.">! The tenor-baritone part, according
to these two asthorities, should rarely go sbove D and never above
E®, The tessitura ehould center around O with the lowest nots C
or an oceasional B, The young bass should sing almost as high, but
not as frequently, as the young tenor sings high. Ingres and Rice

say that the voice :mdmt be “forced, squeesed, driven, or coun=
fineda, 38

361‘!‘%, Pe &,
37%0’ ?‘ %g
38%‘0 pe 93,
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Good posture, corrsct breath support, and free, sasy singing
will permit a boy's vocal sachaniss to grow naturally and his voice
to move without interfersnce along the way %o saturity.>’

Jotn C. Wilcox proposes another msthod of helping ths woice
change neturally. e adwocates systematic practice of the fall
wvowel tones in the low range to raoilitets a smsoth, gradual change.
fie thinks singing up the octave fvou A or AP nelow the staff will
strengthen the muscles which take on thes weight of the maturing volice,
and will prevent the suddem break. Wilgox belioves that boys should
alno continse %o sing in their higher voices as long as it is come
t’aﬂabh.w |

A bay s ould be "vistor over tomal quality, and not bhe
viotim of $t,* ststes Chrystal vaters.l ile can be the victor if
he has a looss, open throat Passags. Tnis frees tha wocal cords to
vibrate evenly and adjust themsslves to the alow changes of matuying
siss and atrength. wsters fosis a boy should relax the nuscles of
the throat, neck, jaw, soft palate, and tongue. When the throst is
free and opensd, the breath will streem more easily and there will
be fewer problsms with the changing voles.'?

391mid,

Wiomn ¢, wiloox, *Voeal tui ond. '
‘ . OXy uidence for Ohildren and Adolescents,®
Btuds, (IX, fo. 3, Mar., 19L2), pp. 19k-211. ’

g

¥ators, "When a Boy's Voice Changes,” Parents'

hrystal ,
¥azasine, (X, No. 2, Feb., 1935), p. 25.
42 1v14.
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he minority opinion of music sducators in the ninetesnth
and sarly twanbtieth centuries was that i&-:m not haraful for boys
to sing during adolescence. tris minority thinking has been accepted
hy the majority of contesporary music sducators. n fact, it is
almost universally ascested that boys should sing wiile the volce in
changing, various wethods of sasing borys through this arucial period
have been trisd, Most mathods sugeest beving boys sing lower narts
wher, their volces begin to change, and meking certain that thelr
volces are not strained er sbused. Singing sopranc for too long
when a voice should be ngtorally lowering causes atrain Lo the vosal
sechanian., Yusie educators gensrally feal that correct singlag
through the perled of change strengthens the wolce and helps
facilitate Lhe coange, Singing during the jusior nigh years &lso
nelps maintain the student's interest in vooal music and does nob

foros him to assk other sources to fulfill his esthetic ueeds.




CHAPTER IV
AITOWTEEOR ABD QAMBIATA TERMINGLOOY

Two terms, the alto-temor voice and the casblaba voice, have
cowe into large scale use in nodsrn dimcussions of the hoy's changing
volos. The use of alto-tenor two designate a period in the voice change
ssens So bave evalved because of the wunicus propartiss of cartain
voices during this period, Ths slto-tencr range overlaps part of
the ranges of alto and tenor voioss, The guality of this voice is
somewhere betwesn that of a boy alto and sn adult tenor.

William Reywond Sur, profsssor of music, Michiges 3tate
University, and Charles Frances Schuller, professor »f education at
the asme university, describe the alto-tenor voice as & changing
voice with a reedy quality. A boy with this volce may give the
impresaion that he has a cold., The range of this wice, according
to Sur sad Schuiler, "amay be restricted for a time to five tones
suoh as F=eC."3 They feel that even though a boy's slto-tenor
range is limited to a few tones, he should be encouraged to sing
the tones which he can eing easily,

Msagrseing with Sur and Schuller as to the range of the altoe
tonor volce are Harriet Hordhola of the iichigan State musie education
dopartwent, and Roth V. Sakewell, sssistant supervisor of music in the

pel}

o ?"*fimw Raymond Sur, Charles Francis Schuller, ¥
“ducation for feen (tew York: Harper and frothers, 1558),
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Billings, Hontana, public school. They belisve the slto-tenor range
to be from F belew uiddle C to B, third line, or s total of sleven
tones,

Rordholm and Hakewell descrihe the alto-tenor voice as haing
rioh and mellow in quality. They fesl that “the alts-tenor voice
part should be filled with intsrest and often ussd as the melody part,
for it has a beautiful tone quality. It is full of vigor, yet ia
capable of lovely pianissiro, Quickly moving melodiss are not
recommended for the altostanor voice,msl

Duncan Hoflongle defines alto-tenor voles in the following
ways

"Alto-tenor’ is the term used to denoribs and classify

the boy's voice after it has lowersd to the stage when

the ehanged volece baging teo develop. It was coined as

& result of the need for a suitahle designation for

the third part of fourspart voice music for edolescens

boys in the upper grades of the elementary school, in

the days bhefore the junior high sohool. The term was

applied not only to the voice, but also to the part.

The voice is atil) alto, but it has lowsred to the

extent that the boy can #ing in the tenor rangs; the

quality, however, has m@@s becons aaseuline, that

is, either tenor or base,

YoKengia states that the ascspted alto-tenor range is from
abalonmmatoﬂmmtmmmme. Tais is the safest
and most praetieal range for carrying out the alto~tanor ides of

voloe classification, lis feslas thers are exceptions to this gensral

Witarriat tordholn, Ruth v, Bakewall
H% School Husie, (Minneapolis, Hinnesotas
pany , s Pe 171,

“%xmnu, Pe 19,
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range, with soms boys able to sing a few notes higher than high G
and some able to sing several notes lower than low G. "The criterion
for determining that the alto-tenor stage has been reached is the
ability to sing low F togather ‘wit.h the development of a tinbre
peculiarly associatad with the changing voice when it has reached
this staga."w |

According to McKenszie, every boy's voice passes through the
alto«tener stage, usﬁall;r during the junior high school years. Again
there are exceptions to this, with some boys reaching the alto-tenor
stage in the sixth grade and some slow developers not reaching it
until they are in high scheol. MeKenzie states that "either because
their voices change to bass quality quickly, or because their voices
pass through the alto~tenor stage during the summer vacation, some
boys skip the classification altogether,"h?

Although the term alto-tenor has received general acceptance
by authorities, Thaddeus P, Odddings, for many years director of
music in the Minneapolis schools, and Hollis Dann, author of many
music textbookas, never recognised the term. The principles of the
alto-tenor plan are csrried out in their work, but Giddings considersd
the term misleading, and ﬁmn surrogated the termm "boy tenor® ia place
of alto-tenor. Giddings' argument was that "a boy's voice [ia] either
alto or tenor, sven though an alto might also be able to sing the

hélibid. » Do 20,

W1pia,
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tenor part, and a temor the slto part,*t3 Dr. Denn believed that
the range (E or F below middls C to & or B above alddls C) vas
distinetly within the tenor compasgs, “The compass of the boy alte
and the boy tenor is indefinite, the cospass of the same volce
varying widely at different times, as does the length of time the
boy can confortably sing alto and tenor Mm"@

The term cammbliata fTormerly wsg used to mean & type of mone
harmonic tone pmgmmim.sﬁ br, Yrvin Cooper; professor of music
education at Florida State ‘niversity, adapted this term to replace
the term alto~tenor. e sayss

The deaignation of the changing voice as 'cambiata’

is to awvoid confusion with the frequeat MWapm

attending the scope of the alto-tsner rangs. Rscog

tion and elassifiestion of the "camblata' volce h m

of the greatest problems of the Jumior iigh teacher,

because, owing to its most unusual timbdbre, it is often
nigtaken for a baritons due to an mural 1llusion of
singing an octave lower than it sctually sings. If
ths teachsr tries to identify cemblata by individual

muna,tasmﬁtwhem;ﬁn as it is only
dimmnbla wheti s in company with other better

Cooper and Xarl 0, Xuersteiner, Dean of the School of Nusie at
Florida State University, the cambiata voice ig discussed more fully,

By,
b4,

59&11111 WQ d Dictionary « i L’ (mﬂ&u'

Slucxensls, p. 82,
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fooper and Kuersteiner classify boys' voises ae (1) unchanged,
(2) first ehange, {3) sscond change, and (L) ohanged. "The tern
casbiats refers to the boy's wolce mmme; threugh the first change
and 19 a device 1o avold confusion with the many conflicting ranges
proposed for alto-banor,®>2 The rangs of the cambista is froan F
balow middle ¢ to U an octave sbove uiddle C. A boy's volce in the
socond change is called baritons and has a renge frow B, second
line bass clef, to ? sbove mlddle 2, The changed voies that is
elassified as bass has 3 renge of ¥, firgt space below bass clef,
%o middls C. The ghanged volcs that would eventually mature as
tenor or baritene would be clagsified es baritons. The tessiture
of the casbiata is from A below middle C to the A above widdle C,

Cooper and Fusreteiner describe the ganlity of the casbiata
voioe as "rich and e trifle wadly, g traly besutdiful sound if 4t is
controlled in volums and not parmitted to bocoms strident from sbeer
vocal mwuberance of the [boyl.*>> To kesp s casblste voice from
being misclassified beosuse of the octave awral illusion, it is beast
%o have the boy ming with a known baritone or bass to hear the
comparison, Sl

Ascording to Cooper and Fusrsteiner, ths usual tenor part
of SATY music is too low for the cwmblste, even though it is within

S2revin Coopar, KWI O tmm, e

53rvid., p. 13,
g‘&iﬂg Pe 19,
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the range of thelr voioes. The cambiste, they feel, can ming wp to
tmwf&nmmmmmmm@&m?w the aversge tenor
parte "It is wrong in the terwms of the teseitura delinsd earlier,
gompeiling cambiate %0 use only thelr lowsr voplsters end denying
then eny development of the uppar or aiddle mm.wgg The
authors fosl that slonging the usual tenor part resulis in nonuse
“of the upper register and thus causss it to diseppear. They belisve
this loss of tha wpesr reglster transfere 40 the next level of wolce
chmga.%

Cooper and Zusrsteinsr slso bsliove that alter the cambiate
have bscowe oabablished in a part, "they serve as s pitch-anchor
for the rest of the group. They rarely waver in pliteh and can be
relliod upon with conlidenos in sehleving quite diffisuls chorsl
modulationse®57 The authors' opinion is that the cambiate learn
thelr part in a new seleetion more qulokly than the other sections,
and are unshaiable thereafter, Coopar and Kuersteiner resommend
that the camblata part be taught first "unless 4t happena to be
carrying the melody line, in which cass the baritons should have
mfmu.*sﬁ

Alto-tonor and omeblata, two terms frequantly used in modern
times to desoridbe the ahmm volce, both refer to the sarly changing

% g,

Trotde, po 20,
S84,
mid,
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atage of the adolaescent boy's volse, The torm alto«tanor evolved
through lack of any other terminclogy to desoribe certain aspects i
of ths boy's changing voloe., Auvthorities using the term alto-tenor ‘.
differed in opinion as % the range potentiala of this voice., The |
tern casblate vas Solned by Irvin Cooper to eliainate sonfusion |
caused by conflioting inforustion about the rangs and tonal prope '
ortise of the early stagss of the voles change, This wolce in the
esarly stages of changs, when properly exervised, bas a rangs from
¥ below middla © %o C an ovtave above middle C, and has a unigue, |
beautiful quality. 1
|
|




CHAPYIH V |
BinRANHY ARD CONCLUSIONR

Teachars of junior high school vooal music need to be aware
of the problems of tho boy's changing volce. Theas sducators must
know whothsr to expect volome to bweak suddenly or to lower predually.
They muat know whether ainging during this orucial period will result
in permanent denage to the vocal mechanism or whether singing during
thias time strengthens the vosal aechanios sad sstually hastens Lthe
aaturation prooess.

To aid in undersbanding these ideas mnd o find usable
procedures for handling the adoloscent boy's voioe, various sthore
ities have been consulted, These authorities differsd greatly in
their view of the probles,

4 wajority of musiclans in the late ninstesnth and early
twenticth centuries believed that singing during the breaking voice
pariod wns definitely harmiful to the after-voice, Theas autioritiss
prescribed total rest of the singing woice during the hreaking psriod,
It was also a preciics at Ma time for Hoys to continue sinsing
soprano wntil the volos finally brake. Moot wodern music edusators
disagree with this asthod of keeping boys singing in thedr highest
range @itll they ars no longer sble to ging. Thay feel thia streins
and sbusss the volos so that it oarmot develop maturally, The majsre

ity of wodern opinion favore letbing boys aing lower parts when thelr
voices stow aiyms of changin:.
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Modern vocabulary eonesrning the boy's changing volce
mlmmmaw%aemam Thess terme are uped
to desoribe the ranges and quality of the wolice in its early stages
of change, Modern practice and theory eesphasize that singing through
tha period of voloe mutation strengthens ths wice and helps saintain
the adolesoent boy's interest in vocsl music.

A boy's voice will "bywak®, but only if it hae been abuasd or
strained, Abuge of the woice can be controllsd in a music class, but
nany t{times the gbuse occure outside of mugioal aotivities. Ueorge
Sedth Briggs describes a boy's extre-currdoular activities:

Ao e ety

in short--abuses his volos upon the slightest provoe

cation, The same spparetus which produces the shout

or screan is wsed for the singing voice, and 1t is

wver donands of A3 T Vs thin singine

Vocal abuse may aleo be caused by the advice of wellemeaning
parents, teachers, or aschool administrators who sncourags students
to sing loud, m0 that they can be heard by overyone, Thess pecple,
who have no knowledgs of the condition of the changing wolce, can
cause a stadent to strain his volce and force the tsachar to re~teash
the correct vooal habits. This probles cen sometimes pat the teacher
in an avinard position between the parent and child, lowever, if
the student has beesn cautioned to expest this advice and to politely
disregard it, the problsm will be lsssensd.

The toscher's duty is to insure that vocal abuse and etrain
do not take plece in musical activities, This can be done by osreful

590eorge Smith Briggs, "The Changing Voics,” (unpublished
;;!ggig&"n W, Department of ‘usic, Esatern Illinols State Collegs,
EA » Da Ale
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classification of volces so that evaryone sings the correct part.
Voloss should be tawted frequently so changes in range can e
mmmma%wwymammﬂwmmwzm
in tesching bays with changing voloea, The American Acadeay of
Teashers of Singing sbates that they bellave % o otiiat the funo-
tioming of the voice of the child, of the adolescent, and of the
adult is governed by identical physical lewsy that the prineiplss
mﬁw@mmnfmwmamrmmmmmm.*%
The Acadesy belisves that from childhwod to adulthood "thare 18 &
development of the body struwoture, but no change in position or
susculer astion, il

To attain fresdom in singing, thare must be no wndue sussular
tension, "During adolsseence, the physiological propertiss of the
lsrynx are developing, eserging out of the soft cartilaginous tissue
of ohildhood and growing repldly towsrd the hardnsss and solidity of
waburity, *52

Adolescence 1s also a stage of personality development, &
period of change from childhood values and corvepts to those of
adulthood, During adolescence, much esphasis is placed upon status
within the peer group.3 1f the leadurs of various cligues are

oles: A Study (Yew Yords
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intareeted in vooal music experisnces, sther neabers of the growps
will probably sesk such ginging opporbmities.

The possibility of being arbarragsed by uwncertain woeal
control in frant of his paer proup can cAause & bay to aveld aluging
sxperisuces. “Rejection ty the peer proup if. » Joomplete and dove
astating for [a boy] «"0b A clear understanding of wiy his volce is
changing can often alleviate feplings of self-consclousnens.

Darding this time of personality development, adnlegoents
bagin to perceive tesclers as Lersond, not just dispensers of kmowe
ledge, Boyw! foalings toward teschers sesn to depend as wuch on the
parsonality chavectoristios of teachers &s on their tesching #cillin.
Students aduire teaching sikdll, clarity, and zood classroom gontrols
They also aporeciate teachers who are friendly, patient, chgerful,
ayspathetic and undergtanding, In the eyes of sdolescenta, teachsrs
are sesn s playing three roles, ". . .friends, opponsnts, and
manipulators of status in lesming situstions,"S5 Teachers may be
sson as older and wiser frisnds, helpful counselors, or h4roes. They
ngy aleo bo ssen as snemies to bs fought and outadtted, or they nay
be feared mnd respscted becauss of thelr power,é

1t 48 very important for the sdolescent to dewelop a good
attitude toward a teacher if the teacher iz to have success teaohing

mant. (“ew York: Orunc and Soratbon,
65 . '
%’ pe 475
g,




33
nim. A teacher must be fair but firm, welleprepared to heach the
material he has planned, enthusiastic about his work, and able %
kesp the pace of the class fagt-moving, He also must care about the
individual student, not just about the proper performance of the
music he teaches.

Because the adolescent is trying to feel more grown=up,
materials used for elementary grade children are not appropriate for
this age group. Also because of the adolescent's awareness of 88X,
music for boys definitely must not seem "sissy" to them, lLove songs
that are not ‘oo sentimental, narrative songs, religious music, songs
of achievement, patriotic songs and humorous songs are approoriate
for this age group.67 This type of wusic, if carefully chosen, will
maintain interest and not cause embarrassment,

Horeover, it is gooed for boys to sing individually and in
acle ensembles. Individual singing gives the teacher chances to hear
what stages of development each voice has attained, and helps develop
the boy's confidence in singing alone., Singing in all-male groups
permits the singing of music of particular interest to boys. Oeneral
music classes usually include both boys and girls, If girls are
present, boys are often embarrassed when asked to sing alone, This
situation can be greatly relieved if the teacher can provide occasions
for singing when the girls must bes zlsewhere, This time can be used
to help boys understand the volce change and to instruct them in the

preper use of their voices during this period,

6?Gooper and Kuersteiner; p. 28,




3

¥ugic should also be carefully chosen for corrset range and
tessitura. The tessitura of nusic for the alto~tenor or cambiaba
should lie mostly in the octave from A below middle G to A above
middle C. The tessitura of msic for the baritone should be the
octave from C below widdie ¢ te middle C, Often music with this
range is not sasy to find, so the teacher may have to make his own
arrangements, OACB (sopranoc, alto, cambiata, baritone) music is
now being published, A large portion of it is arranged by Irvin
Cooper, and 1s avallable in a limited number of selections from
various choral music companies, such as Bourne Co., Hew Yorks Carl
Fischer, Inc., New York; Charles H, Henson Music Corp.; New York
Gordon V. Thompson, Ltd,, Niagara Falls, New York; and Silver Burdett
Co., New York.oB

An excellent videowmsound Dilm, "The Changing Voice," prepared
under the auspices of the Research Council of Florida State University,
is now available by rental through William Quinley, Director, Audio=
Visual Center, Florida State University, Tallahassee, Florida. The
£ilw helps the music teacher undersiand the naturs, sound texture, and
range scope=limitations of the varicus junior high voices. It demon-
strates the classification of voices and appropriats ranges and
tessituras of these changing voices., It stresses the importance of
the teacher's high level of inner mobivation in order to bring music

to every boy and girl with whom he assaciata$.69

68¢ooper and Kuersteiner, pp. L23-h25,

o 691rv?n Cooper, "Realiszing General Music Outcomes Through
8ingiog," Mugie Educator's Journal, (January, 196L), p. 87




In addition to the need for more choral music written for the
changing voice range, thers iz also a need for music teacher-training
to place more emphazis on understanding the boy's changing voice,

Both woeal and ingtruamental students preparing to teach nsed to undere
athand fully thig maturatior process, for often an instrumental major
will be teaching general music a2t the junior high level. And, if he
is to have success in this arez; he must know what is happening to

the boy's voice and how to handle it, The vocal teacher, whether he
teaches in elementary, Junior high, or high school, must be aware of
the facts relating to the boy's changing volce. In elementary school
the teacher must prepare boys for the changey in jJunior high and

high school, he must contend with the change.

Teacher-training also meeds Yo irclude work on choral arranging
to help a jwdor high vocal instructor arrange music to fit the bor's
changing volce. This 1s often necessary bscause of the shortage of
appropriate junior high choral material.

With a greater supply of Junior high choral nusic, a nore
adequate weratanding of the problems of a changing volee, and
wnowlsdge of ehoral arranging, a teacher will find that directing
boys through the changing voice period is not at all a hazardous

situation, . .rather ona of real challenge,
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