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Wee shall hear the fearest voyces of all cathedral churches in 

England:  Uncovering a lost treasure of English choral singing 

Martin Ashley 

Longe have I bene a singinge man, 
And sondrie partes ofte I have songe, 

Yit one parte since I first began 
I cold nor can sing, olde or yonge; 

1The mean, I mean, which parte showthe well 

Above all partes most to excell.  (Haywoode) 
 

The human voice, when it enters the middle and slightly low register, is much more pleasant and 

lovely to listen to than high up when it has to shout and scream beyond its capacity.  (Praetorius)            

 

Abstract 

It is customary today to refer to boys singing the top line or soprano part in choral music as 

“trebles”.  Moreover, the English tradition is for boys’ unchanged voices always to sing the 

top line, very rarely an alto line as is done in the German tradition.  That this state of affairs 

has existed since the sixth century, as can sometimes carelessly be implied, is far from the 

case.  In earlier times, English boys regularly sang two parts, a higher treble and lower 

mean.  After the English Reformation, the two parts merged into a new mean that was an 

amalgam of the two.  Not only has this voice been lost, its nature has been misunderstood. 

Erroneous upward transposition of renaissance music has played a significant part in this 

history.  Some authorities propose that the mean voice must have been an unrefined, harsh 

“chest voice” but such description does not square readily with frequent sixteenth century 

references to “sweete” singing.  This paper reviews how the mean voice might have been 

produced and considers the prospects for its rehabilitation as the “fearest voyce” that a boy 

can produce.  Paradoxically, it argues that the much more recent American boychoir 
tradition may be closer to the sixteenth century sound than the current English tradition. 

 

Introduction 

The “fearest voyces of all cathedral churches in England” were those of the ten boy 

choristers of St Paul’s Cathedral, London in 1575.  A visitor from France had never heard 

the like of their “sweete musicke”.  It is tempting to assume that he and his gentleman 

friend who did “get to the quier” would have heard what we understand today as the 

“English choral tradition”.  It is unlikely that they did. The boys of 1575 almost certainly 

sang differently – paradoxically perhaps, as I shall argue in this paper, more like American 

boys of today. 

As the American vocal pedagogue Kenneth Phillips describes, English choirboys today 

sing only one vocal part, a soprano produced by extending the “head-voice sound” as low 

as possible and commonly called “treble”.2 Phillips notes, as do many other authors 

including the present one, that what he specifically calls “English choirboys” sing their 

one vocal part for as long as possible during the period of puberty until their voice finally 

gives out in the “infamous English voice break”.  The result is a particularly English sound 
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that Phillips accepts can produce “a beautiful quality in the upper register from C5 to C6”, 

but is “light, lifeless and fails to project at pitches below E4”. 

For how long this has been the case is a surprisingly neglected matter in musicological 

research.  It is fairly safe to associate this “English choirboy” approach with the Victorian 

revival in choral singing that accompanied the Oxford Movement.  It is found in the 

writings of several important late nineteenth century commentators.3  Prior to the Oxford 

Movement, however, we pass through a period of uncertainty until we reach the later 

sixteenth century when we can be confident that English choristers were not singing 

“treble” at all.  Earlier in the renaissance, those responsible for boys’ singing were 

required to “take care to give them high or low parts according to the range of their 

voices”.4  Two parts developed in recognition – the true renaissance treble, ranging from 
C4 to G5, and the mean, ranging from Ab3 – D5. 

Of these two voices, the mean seems to have been the more common.  Treble voices 

capable of sustained, comfortable singing in the highest range were probably the 

exception rather than the norm.5 In 1549, the reformed English prayer book was 

introduced and protestant distaste for high, florid, melismatic, and even “effeminate” 

papist vocal parts saw the treble voice fall out of use altogether.  The most common 

singing range for boys became C4 to D5 as the requirement for two distinct boys’ parts 

with a lower mean descending to Ab3 or even G3 disappeared.6  The new, single mean 

would have been the “fearest voice” heard in 1575 and it would likely have sounded 

rather differently to what can be uncritically accepted as the “English choral tradition”. 

My aim in this paper is indeed to recover a lost treasure of English choral singing, to 

demonstrate that the mean voice is neither an idle academic curiosity nor a “second best” 

to treble.  As Praetorius observed, the human voice in its middle and slightly low register, 

is “much more pleasant and lovely to listen to than high up when it has to shout and 

scream beyond its capacity”.7 Whilst high treble voices at their best can indeed be 

thrilling, prolonged singing above the tessitura for boys, particularly when well into 

puberty, can produce qualities of which the ear tires rather sooner than is the case for 

good adult sopranos. The time has come to give the “sweete musicke” of means another 
chance. 

 

The Problem of Pitch 

English Musicologists have not shied away from the obvious and peculiarly English 

problem of assuming that all boys’ voices are soprano (or “treble”) regardless of their 

actual pitch or individual characteristics. Andrew Parrott questions the practice of 

modern-day cathedral choirs when he writes that “Today’s Anglican choirboys are almost 

invariably required to sing as trebles, yet it is undeniable that plenty of boys more naturally sing 

in a lower range. (Are all female singers sopranos?)8”  A significant problem is that today we 

have no shortage of adult choirs, often of high standard, to explore renaissance music.  

Vocal possibilities include pure sounding adult sopranos capable of sustained singing 

above the highest treble register that even seems to confirm Wulstan’s belief in a lost 

super-high boy voice. The bigger impediment, however, is almost certainly counter-

tenors who sing the part that would have been taken by boys in the sixteenth century.9  
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In consequence, Peter Phillips wrote in his discussion of Tudor pitch that “the best modern 

choirs tend to employ women to sing these parts; indeed, the idea of boys singing the mean part in 
modern performances almost never happens, whichever pitch is chosen. (present author’s 

emphasis).”10 

One can understand a possible lack of enthusiasm for trying boys on mean parts when 

choirs such as the Sixteen or the Tallis Scholars are compared with some of the more 

prosaic cathedral boys’ choirs.  The position changes somewhat if the music is performed 

at written or historic pitch. The need for an improbably high treble part, beyond the 

satisfactory reach of most boys’ voices, immediately disappears and the use of counter-

tenors on the mean part looks to be even more anachronistic than the use of counter-

tenors on the contratenor part is increasingly reckoned to be.11  Certainly, a counter-tenor 

voice and a well-produced boy voice can hardly sound remotely similar.  The question is, 

what is a well-produced boy mean voice and what are our chances of hearing one today 

– either in England or elsewhere? 

 

Prospects for Means today 

There has been surprisingly little discussion of this surely important question.  Many 

texts, such as Long, have simply noted that the mean was the normal boys’ part and 

passed on as though this were of little consequence.12 A notable exception is David 

Wulstan who did give the matter serious consideration from a physiological and acoustic 

viewpoint. Wulstan wrote: 

The mean compass (as given on p.40) corresponds strikingly and precisely to the natural 

limits of the chest voice discussed previously. The tone of the modern Continental boy 

alto, rather nasal, and using the chest voice exclusively, is clearly a reasonable 

approximation of the tone quality of the pre-Reformation mean. But because of the use of 

the English language in later music, the sharpness of tone would have given place to a 

somewhat duller quality as its range rose to meet the treble compass. The persistent 

misapprehension that 'mean' indicated a man's voice is ruled out by the descriptions 

quoted on p.42.13 

 

It is gratifying to see that at least some attention is being given to the matter, but my 

argument will be that Wulstan was no more correct about the singing of means than he 

was about the need to transpose renaissance music upwards by a minor third. It is 

unfortunate that Wulstan employed the term “chest voice”.  Had he used more scientific 

terminology (such as M1 and M2), we might have been able to begin the discussion with 

a point of agreement. The mean compass does indeed correspond strikingly and precisely 

with certain identifiable properties of boys’ voices.  The lowest note commonly required 

of the pre-Reformation mean was probably Ab3, as in for example, the Latin Magnificats 

of Horwood (1475), Fayrfax (1525) or Taverner (1525) when sung at the A4 = 475 Hz  

pitch of the Wetheringsett and Wingfield transposing organs.14  This is equivalent to the 

average lowest effective note of eleven-year-old boys today, as measured by Welch and 

Saunders in a large-scale research project for Sing Up in 2011.15  The pitches quoted, 

being “average”, mean that some but not all unchanged boys would be able to sing the Ab 
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effectively. The C4 required of post-Reformation means, on the other hand, is 

theoretically well within the reach of almost all unchanged boy voices. 

 

The equivalent highest note is C#5 for the pre-Reformation means or D5 for the post-

Reformation means.  This corresponds to a small lift or passagio point that is found in 

many boys’ voices and which can sometimes be troubling when rehearsing boys in the 

C5-E5 region.  So, there are, as Wulstan says, certain observable properties of boys’ voices 

that “correspond strikingly and precisely” to the mean range.  To equate this to something 

called “chest voice” and, further, to accuse Continental boy altos of singing in “chest voice” 

only is, shall we say, a peculiarly English view and one very much of its time (1979).  What 

makes it a dated English view is its grounding in the “head-voice” only approach of the 

“English choirboy” and the concomitant assumption that anything that is not “head voice” 

must be “chest voice”.   

 

Although Phillips states that “English choirboys sing only one vocal part”, there are 

exceptions, most notably the boy altos of Westminster Cathedral.  Anita Morrison, the 

current vocal coach at Westminster dismisses as an “urban myth” the claim that George 

Malcolm introduced to Westminster a style of singing based upon upward projection of 

the “chest voice”. 16 She states that the boys, whether treble or alto, use a mixed register. 

She has, on the one hand, “never worked with boys who sing only in ‘head voice’” but is 

clear on the other hand that “there’s no way they would be able to push their ‘chest voice’ 

to the top of the range”.  Crucially, she attributes the success of the boy altos to the way 

they “mix down”, gradually shifting towards an increased use of M1.  Downward blending 

of registers may be crucial in the production of good mean tone, but the author has rarely 

witnessed it in English cathedral boys’ rehearsals where warm-up exercises most 

commonly take the form of upward vocalisation to ever higher pitches.  

 

Jenevora Williams prefers the term “speech quality” to “chest voice” and uses the term 

“upper vocal range” in preference to “head voice”.17  This terminology avoids promoting 

the erroneous idea that the low range resonates in the chest and the high range resonates 

in the head.  It also recognises that children who have not been trained as singers use the 

same type of voice for singing as they do for speaking, the result being a harsh tone 

lacking the refinement of a trained chorister.  Speech voice tone, moreover, becomes 

increasingly strained, forced and inaccurate in intonation the higher it is taken.  C or at 

most D5 is about the limit, as Wulstan describes for his “chest voice”.  It seems unlikely 

though, given the number of times that the singing of means was described as “sweet”,18 

that only the pure speech voice was used.   

 

The term “singing voice” is sometimes used to refer to the voice that children find when 

they are led to the upper range that can be found between C5 and G5. This is not entirely 

helpful.  There is no abrupt transition between speaking tone and singing tone once the 

“singing voice” is found.  Children who are good singers will carry a “singing voice” quality 

that is markedly different to the untrained child’s voice almost to the bottom of their 

range.  An explanation for how this happens is critical to developing an understanding of 

the mean voice.  It is on this point that Williams and Phillips appear to differ.  Williams 

recognizes high pitches made with long, thin vocal folds and lower pitches made shorter, 
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thicker vocal folds. She describes a transition from one register to the other as the vocal 

folds begin to thin.  Unlike Phillips (and Morrison above) she does not recognise or name 

a mixed middle register or “voix mixte” (which would be the main part of the mean 

range). Instead she suggests that the transition from thick to thin fold can be made over 

a wide range of pitches.19  Almost the entire range can be sung either thick or thin fold 

and the choice of voice quality in the mid-range can be purely stylistic. 

 

Phillips prefers an explanation based upon balanced action of the two main muscle 

groups (thyroarytenoid or TA and cricothyroid or CT).20  His three-register model posits 

a top register in which laryngeal tilt and cricothyroid action is dominant (CT, equivalent 

to “thin fold”), a low register in which thyroarytenoid action is dominant (TA, equivalent 

to “thick fold”) and a middle register in which the two actions are in balance. He goes so 

far as to suggest that there is a 50-50 CT-TA balance around the note F#4.  He recognizes 

that the middle voice uses progressively less vocal fold width as the pitch ascends and 

more as it descends. He locates the middle register of the child voice as existing between 

C4 and C5.  

 

Though not directly contradicting Phillips, an empirical investigation by Castellengo et al 

appears to support Williams’s account.  These authors concluded that the mixed register 

can equally be produced by M1 or M2.  Adult singers make intuitive adjustments to both 

mechanism and resonance such that “the aesthetic finality of voix mixte is to simulate the 

sound quality of another mechanism (M2 when in M1, M1 when in M2).”21 In the case of 

boys, immersion in the right sound environment may achieve a similar result through 

imitation22. In spite of differences in an important detail, Phillips and Williams agree that 

there is a phonatory pattern that is right for the mean range – “balanced” for Phillips and 

“efficient” for Williams who refers to the “hopeless inefficiency” of using the wrong action 

for the attempted range. What is important is the recognition given by both to a region in 

the child voice that is remarkably close to the mean range, bounded by changes in 

phonation and resonance at either extreme, and containing the potential for good tone 

production or “sweete musick”. The potential is for results rather different to the crude, 

forced speech voice quality suggested by Wulstan’s “chest voice” and it clearly matters 

that English choir directors develop the understanding necessary to produce singing by 

boys in the C4 – D5 range that is vocally healthy and efficient, musically useful throughout 

the range and “sweet” in tone.                                

 

 

The versatile mezzo-soprano 

 

It has long been the present author’s inclination to agree with Phillips’ contention that 

the singing of the “English choirboy” is “light, lifeless and fails to project at pitches below 

E4”.  Clearly, such singing does not lend itself to the mean part and some early pilot 

studies undertaken by the author have tended to confirm that the problem is genuine.23  

If the “fearest voyces” are to be recovered and boys are to produce “sweete musick” in 

the mean range, a willingness to re-appraise time honoured training methods needs to be 

countenanced.  Much of the problem stems from the other issue identified by Phillips, an 
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insistence in England that the universal range of all boys’ voices is soprano, obfuscated 

by the use of the term “treble”.   

 

The nearest approximation to an adult vocal range for the large majority of boys is in fact 

mezzo-soprano (G or A3 to G or A5).  We know this through the work of John Cooksey,24 

verified more recently by the present author and by Graham Welch.  Cooksey specifies an 

average range of A3 – F5 for all unchanged boys’ voices, with a standard deviation that is 

significantly smaller than is the case for adult women.  More recent assessments, such as 

that by Welch, tend to suggest that the G3 is possible for a good many eleven-year-old 

boys, whilst boys who sing as intensively and regularly as cathedral choristers are usually 

perfectly comfortable up to G5, sometimes higher. 

 

Having a mezzo-soprano range, in theory at least, allows almost all boys to sing in ranges 

equivalent to both later sixteenth century mean (C4-D5) and treble (D4-G5).  The choice 

may well be a stylistic one or a demographic one associated with the repertoire and 

performing conditions of the particular choir (setting aside complications arising from 

changing voices).  In contrast, Phillips gives the following illustration of the present day, 

single register “English choirboy” range: 

 

Figure 1 

The single register of the “English choirboy” 

 
 

(From Phillips, K., p91) 

 

The C4 is bracketed because it is seldom sung and often ineffective when it is. Stanford’s 

well-known Magnificat in C (op. 115, composed 1909) serves as a good example of how 

“English choirboys” have been conditioned to be effective in this higher quasi-soprano 

range.  It is representative of a large portion of the repertoire. The lowest note is indeed 

E4, sung occasionally as in “and holy” in bar 27 (although an Eb4 is sung once in unison 

with the other three parts in bar 46).  The G5, however, is sung much more frequently 

and the actual tessitura is A4 – G5, with a mean pitch centre of 558.7Hz (approx. C#5).  

Although a top note of G5 makes the part arguably treble, the high tessitura and pitch 

centre render it more of a soprano part. Somewhat controversially, and who knows 

Stanford’s mind on this, were there not such a peculiarly English taboo on women singers 

in Edwardian times, Stanford’s services may never have become quite the staple of 

twentieth century boys’ repertoire that was to prove the case.  

 

Although Phillips does include the Soprano C6 as the upper limit of his range, this is a full 

seven semitones above the range specified by Cooksey as the top of the average range for 

boys and no less than 16 semitones above the average tessitura of an unchanged boy 

voice.  It is probably better to think of boys, even in cathedral choirs, who can soar with 

ease to C6 as the exception and not the rule.  Expecting boys to be able to do this as a 
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matter of course can have unfortunate consequences as, for example, in a recent BBC 

Radio 3 broadcast of the Psalm 51 (Miserere) setting by Allegri.25  Williams offers a 

convincing explanation for this boy’s misfortune.26 A more permanent illustration of the 

ongoing difficulties inherent in treating all boys as sopranos is found whenever choirs 

attempt the unusually high verse service for two trebles by Thomas Weelkes. 

 

A recording, in many ways excellent, was made by David Hill with Winchester Cathedral 

Choir in 1992.  A review by Mateer (1993) in Early Music opined that: 
 

The Evening Service for trebles, too, is splendidly sung, though its performance at written 
pitch means that the boys occasionally sound uncomfortably low in their register.27 

If the range of boys’ unchanged voices extends down to Ab3, why should a piece with a 

range of C5 -G5 (with one A4) and pitch centre of 614Hz (approx. D#5) be “uncomfortably 

low”? One can only assume the reviewer was referring to the verse part, which has a 

range of D4 – D5 and pitch centre of 410Hz (approx. G#).  Here we have something rather 

intriguing.  Both verse parts of the Treble service lie in the mean range.  It is the chorus 

part which, if sung at written pitch, is a true renaissance treble part. However, we have 

only LeHuray’s assurance that the high treble part existed and has been correctly 

reconstructed from the organ part.28  There are no extant part books that prove the 

existence of the high first treble chorus. One might assume that if there were to be a 

spectacularly high part it would be the verse, and the singers would be chosen from 

amongst the small number of most able boys with highest voices.  Yet here, the situation 

appears to be reversed.  LeHuray’s repair of Fellowes’ attempt surely cannot be the last 

word on this service. 

Singing it at LeHuray’s improbably high pitch was either too much for the Winchester 

boys or a more likely pitch was in any case sought. High sopranos from an adult 

renaissance group might manage the high pitch, but that is hardly the point.  It is what 

boys’ voices can do that matters.  The capabilities of boys must be the surest guide to how 

the music sounded and should be performed.  Boys can sing a high treble part to G5 and, 

in theory, they ought to be able to sing mean parts ranging D4-D5.  But that was where 

the difficulty with the Winchester recording (if there truly was one) lay.  There was 

arguably an “English choirboy” problem with the tonal quality and presence of the lower 

notes. Rather than compare boys with those adult sopranos able to produce sustained, 

pure tone at high pitches29, perhaps it is time to question whether we are getting the best 

out of English boy choristers? 

 

Getting the best out of boys 

Traditions both evolve and grow.  We are not going to put the clock back to the sixteenth 

century, nor would we want to. The modern boy chorister is of necessity an eclectic 

animal.  He must be able to perform a wide range of styles and genres – from Taverner to 

Tavener might be one way of putting it.  Nevertheless, there is still much we can learn 

from the sixteenth century.  A start might be made with the simple recognition that there 
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are indeed two singing ranges or vocal parts for unchanged boys’ voices.  The mere 

rehabilitation of the mean voice and education of the choral music loving public will be 

the biggest single step. The work of Bill Ives at Magdalen or more recently George 

Richford at Romsey needs to be much better known and understood for what has been 

attempted.  Once the taboo on boys as means that Peter Phillips described is broken, we 

will begin to be able to compare the means of one choir with those of another, developing 

better informed debate. 

An essential next step will have to be the recognition of three “vocal zones” in the 

unchanged boy voice.  The population of boys does not divide into soprano and alto as 

does the population of adult women.  All boys have the potential of a mezzo soprano 

range.  Some boys might more readily extend this a little lower and develop more robust 

tone in the lower part of their voice.  These will be the ones that can sing pre-Reformation 

mean parts.  Others might more readily extend upwards to the top soprano region.  From 

amongst the most exceptional of these might be chosen the soloists for Weelkes for 

Trebles, Allegri Miserere and the like.  It is in the middle register however, that we must 

expect good “sweet” tone from all boys – consistent in quality and power from C4-C5 and 

unspoiled by the shoutiness of the primary school speech voice.  Figure 2 shows where 

Phillips locates the middle register -largely coincident with the mean range: 

Figure 2 

Three register model of unchanged voice 

 

(From Phillips, K. p92) 

Seen in this way, the need to work on the quality of the middle voice becomes obvious.  

This will almost certainly be the biggest challenge for English choirs, particularly the ones 

that are in the habit of retaining boys as “trebles” throughout puberty (the “infamous 

English voice break”). There is not the space here to address this complex and contentious 

issue, but I have written about it at length elsewhere.30 

How is this to be done? 

We might begin with a recommendation about how it is not to be done.  “Sweete musicke” 

will not be produced by the speech voice alone.  Longitudinal studies of boys able to 

produce “sweete” tone in the mean range suggest that harsh speech voice tone is best 

avoided through development of the full mezzo-soprano range, even if the boy is to use 

only the lower part of it.31  Whether one is inclined to Phillips’ approach or that of 

Williams, this requires regular exercise of both vocal mechanisms (M1 and M2).  It 

requires the ability to produce an optimal match of vocal mechanism with resonance 

throughout the range.  This may sound complicated, but in the case of boys it may amount 
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to little more than using the whole voice regularly.  Warms-ups that descend to A3 must 

feature in every rehearsal and the advantages of downward vocalization for a good, 
blended sound at all pitches need to be rather more widely appreciated. 

It is not hard to develop awareness of different mechanisms and resonance patterns in 

boys.  Methods such as “doggy voices” are recommended by Phillips – “woof woof” for 

M1, “yip yip yip” for M2 and “ruff ruff” for the essential middle.  Williams suggests that 

the lower range, speech voice is the one used for shouting (an activity not uncommon 

amongst boys) and suggests a “yoo hoo” voice for M2.  Methods such as these are in 

regular use across the United States and, of course, some English choral directors use 

them too – but not all.  My contention here is that, somewhat bizarrely, some American 

choirs may already be closer to achieving a sixteenth century English sound than some 

English choirs. 

The voice must never be forced – an ever-present danger when boys are singing lower in 

their range without the “ring” and acoustic boost of the upper range.32 Intentionally 

consistent loud singing, particularly what amounts to little more than shouting in M1, 

never produces “sweete musicke”.  This may be almost too obvious a point to make, but 

its relevance lies in what we know about the relative demographics of modern and 

sixteenth century choirs.  Bowers has shown that in some choirs, such as Hereford and 

Chichester Cathedrals, a hopelessly small number of boys (5 and 8 respectively) had to 

make themselves heard above twenty or more men. This led LeHuray33 to conjecture that, 

despite the numerous contemporary injunctions to sing “sweetly” or avoid “braying like 

an ass”, the boys must have used a “more penetrating chest voice” than the men who 

“must obviously have sung with constraint.” Wulstan also thought, with some 

justification, that pre-Reformation means would have needed “a certain amount of 
penetrating resonance” (i.e. “chest voice”) to be heard beneath the “brilliant trebles”. 

It would be unwise to deny that atrocities with hoarse shouting happened – or worse, 

men singing boys’ parts in crudely feigned voices.  But why the reluctance to acknowledge 

the simple fact that there would have been good choirs and bad choirs?  The bad choirs, 

in all probability, were rather worse than bad choirs today.  Bowers also records 16 boys 

against 9 or 10 men at Oxford Magdalen, 16 boys against 6 or more men at King’s 

Cambridge, or 16 boys against 4 men at Oxford New.34  Might there be a pattern here that 

says something about collegiate and provincial cathedral choirs in sixteenth century 

England? 

The place to start, surely is with the post-Reformation mean, the “fearest voice” that was 

also the most common voice, and the voice that produced the “sweete musicke” heard at 

St Paul’s in 1597. The voice, in other words, that was particularly effective in the C4-D5 

range. Such a voice is good, not only for sixteenth century polyphony, but has the potential 

today vastly to improve the quality of boys’ singing across a diversity of genres.  Did 

sixteenth century means sing in speech voice only?  One might ask whether William Byrd 
was a rapper. 

 



10 
 

 
Notes and references 
 
2 Phillips, K. (2013) Teaching Kids to Sing. Boston MA: Schirmer.    
3 Benkhe, E. & Browne, L. (undated, circa1890) The Child’s Voice: its treatment with regard to after 
development. Boston MA: Oliver Ditson & Co. 
4 Cosyn MS (Wells), fol.176v; Dean Cosyn and Wells Cathedral Miscellanea, ed. Dom A. Watkin, Somerset 
Record Society 36 |([Frome}), 1941, 105. 
5 LeHuray, P. Music and the Reformation in England 1549-1660. London: Herbert Jenkins. p122. 
6 Parrot, A. (2015) Composers’ Intentions? lost traditions of musical performance. Woodbridge: Roydell, p89. 
7 Praetorius, M. (1692) Syntagma musicum, ii, p.15. 
8  Parrott, A. (2015) Falsetto beliefs: the ‘countertenor’ cross-examined. Early Music, 42(1), 79-110. 
9 Ibid, p99. 
10 Phillips, P. (2005) Treble or soprano? Performing Tallis, Early Music, 33(3), p497. 
11 In addition to Parrott’s extensive writings, see Ravens, S. (2014) The Supernatural Voice: a history of high 
male singing. Woodbridge: Boydel; Johnstone, A. (2017, forthcoming) The Myth of A+3; Turbet, R. Byrd’s Great 
Service: The Jewel in the Crown of Anglican Music. In A Byrd Celebration: lectures at the William Byrd Festival, 
Portland, Oregon 1998-2008, Church Music Association of America, pp. 167-172. 
12 Long, K. (1971) The Music of the English Church. London: Hodder and Stoughton. pp57-8. 
13 Wulstan, D. (1979) Vocal colour in English sixteenth-century polyphony, Journal of the Plainsong and 
Mediaeval Music Society, 2, 19-60. 
14 See the Early English Organ Project, Royal College of Organists (2015), also Johnstone, A. (2003) As It Was in 
the Beginning': Organ and Choir Pitch in Early Anglican Church Music, Early Music, 31(4), 506-525. 
15 Welch, G. and Saunders, J.  (2011) The Chorister Outreach Programme: an impact evaluation. London: 
Institute of Education/iMerc. 
16 Morrison, A. (2014) In Ashley, M, Contemporary Choral Work with Boys, Abingdon: Crompton, pp179-182. 
17 Williams, J. (2012) Teaching Singing to Children and Young Adults. Abingdon: Compton 
18 The term “sweete” occurs in many texts citing contemporary strictures and prescriptions about tone.  An 
extensive treatment is given in LeHuray, P. (1967) Music and the Reformation in England 1549-1660. London: 
Herbert Jenkins, pp119-120.  For a significant sixteenth century source on singing technique, see Richard 
Mulcaster’s (1581) Positions Concerning the Training-up of Children. 
19 Williams op.cit. pp99-100. 
20 Phillips, K. op. cit. pp90,91. 
21Castellengo M., Chuberre B. and Henrich N. (2004) Is Voix Mixte, the Vocal Technique Used to Smooth the 
Transition across the two Main Laryngeal Mechanisms, an Independent Mechanism? Proceedings of the 
International Symposium on Musical Acoustics, March 31st to April 3rd (ISMA2004), NARA, Japan 
22 Ashley, M. (2014) Boys learn by imitation, Contemporary Choral Work with Boys. Abingdon: Compton, p12. 
23 Ashley, M. (forthcoming) English Choirboys Ancient and Modern: some preliminary investigations into 
acoustic profiles associated with renaissance choral music. 
24 Cooksey, J. (2000) Voice transformation in male adolescents. In L. Thurman & G. Welch (Eds) Bodymind and 
Voice - foundations of voice education (pp.718-738). Iowa City, IA: The VoiceCare Network.  
25 BBC Radio 3 Choral Evensong, Ash Wednesday, 2018. 
26 Williams, J. (2020) Boiling frogs and tipping points:  Which sung pitch range is best for boys during voice 
change? ABCD Choral Singing Research, in press. 
27 Mateer, D. (1993) Review of Cathedral Music by Winchester Cathedral Choir, Early Music, 21(1), 138-141. 
28 LeHuray, P [ed.] (1963) Thomas Weelkes, Evening Service for Trebles, CS327, London: Stainer & Bell. 
29 Details of a Musical Times spat between Edward Higginbottom and Peter Phillips are recorded on p73 of 
Ashley (2009) How High Should Boys Sing? (Aldershot: Ashgate). 
30 In the books How High Should Boys Sing? (Ashgate) and Contemporary Choral Work with Boys (Compton) but 
most recently, Beautiful Swansongs of English Cathedral Music (NATS Journal of Singing, forthcoming). 
31 Ashley, M. (forthcoming) What Voices Have Emerged?  Lessons on vocal health and choral tone from a new 
choral leaflet series, Music Education Research. 
32 Howard,D., Williams, J. and Herbst, C. (2013) “Ring” in the solo child singing voice, Journal of Voice, 28(2), 
161-9. 
33 LeHuray p119 

 



11 
 

 
34 Bowers, R. . (1987) The Vocal Scoring, Choral Balance and Performing Pitch of Latin Church Polyphony in 
England, c. 1500-58.  Journal of the Royal Musical Association, 112 (1), 38-76.  
https://doi.org/10.1093/jrma/112.1.38 

https://doi.org/10.1093/jrma/112.1.38

