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In recent years, the inclusion of  
transgender and gender expansive 
(TGE) individuals has become a 

more visible and increasingly discussed 
topic in both national and regional 
conferences of  the various professional 
choral organizations. These have fea-
tured interest sessions on terminology, 
vocal changes due to hormone replace-
ment therapy (HRT) along with the 
related vocal pedagogy, and some lo-
gistical accommodations that choral di-
rectors can employ in their classrooms 
such as inclusive choral attire and 
identity-affirming choral placement.1 

The 2021 book titled Honoring Trans and 
Gender Expansive Students in Music Educa-
tion, written by TGE allies Drs. Joshua 
Palkki and Matthew Garrett, contains 
discussions on several such accommo-
dations.2 However, apart from these 
worthy topics of  discussion, there is a 
lack of  actionable, research-informed 
tools developed by TGE communities 
themselves that address the vocal needs 
of  TGE singers in choral ensembles. 
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As a member of  the TGE community, I am present-
ing a codified methodology called “line recombination” 
to supplement the efforts of  those who have come be-
fore me in order to further the goal of  a more inclusive 
choral environment. Through the recombination of  vo-
cal lines in their repertoire, choral directors can repur-
pose similar principles employed for cambiata voices in 
middle school classrooms—and other such situations 
that involve revoicing an existing vocal line—in order to 
meet the vocal needs of  transgender and gender-expan-
sive singers in their ensembles who may be exploring a 
vocal transition, all without compromising the singer’s 
vocal health or musical integrity. 

Normalizing the use of  line recombination to help 
TGE singers can provide actionable alternatives for 
singers who may be transitioning between voice parts 
in order to align better with their gender identity. First, 
a brief  exploration of  trans-related terminology and 
potential vocal issues that TGE singers may face is nec-
essary in order to lay the foundation for understand-
ing the methodology behind line recombination. After 
which, the examination of  five contrasting “classics” 
from standard choral repertoire helps determine a set 
of  parameters that can assist directors in creating their 
own recombined lines for singers in need.

Terminology
In order to use inclusive language when discussing 

this topic, it is important to establish a few key terms.3 

The concepts discussed here are those that are relevant 
to the discussion of  line recombination, and it is not 
intended to be a comprehensive guide to TGE-inclusive 
terminology, as that is not the goal of  this article. The 
acronyms AMAB and AFAB mean “Assigned-Male-At-
Birth” and “Assigned-Female-At-Birth,” rather than us-
ing “male” or “female,” respectively.4 This delineation 
is important to note because the sex assigned to an indi-
vidual at birth does not necessarily coincide with their 
gender identity. An individual whose gender identity 
aligns with the sex assigned to them at birth is known 
as “cisgender,” while an individual whose gender iden-
tity is different from the sex assigned to them at birth is 
known as “transgender.” When abbreviated to “trans,” 
this can be used as an all-encompassing term for any 

individuals who are not cisgender. However, individuals 
who are not cisgender may prefer a term other than 
“trans.” It is always better to ask and never to assume. 
“Gender expansive” is another phrase that is becoming 
more common and is used as an umbrella term for in-
dividuals who broaden their own culture’s commonly 
held definitions of  gender, including expectations for 
its expression, identities, roles, and/or other perceived 
gender norms.5 Therefore, the acronym TGE is applied 
to the entire phrase “Transgender and Gender Expan-
sive” in order to represent as many individuals’ identi-
ties as possible. 

When referring to a woman who was assigned male 
at birth, the term trans woman is typically applied, and 
a man who was assigned female at birth is referred to as 
a trans man. These terms used to be (and unfortunately 
still are in some cases) referred to as “male-to-female” 
and “female-to-male,” or MTF and FTM, respectively. 
However, these phrases are now considered insensitive, 
over-medicalized, and outdated, and they should not be 
used.6  In the case of  individuals who are not within the 
traditional gender binary of  “male” or “female,” often 
the term “non-binary” is used. Non-binary individuals 
can be AMAB or AFAB and may be another gender 
that is not male or female, have no gender at all, or are 
a combination of  genders.

Before one can empathize with a TGE individual’s 
perspective, the concept of  dysphoria must first be con-
sidered. “Gender dysphoria” is a persistent dissatisfac-
tion with or distress related to one’s inner sense of  self  
(gender identity) not aligning with their sex-assigned-at-
birth, their physical appearance, and/or how their gen-
der is perceived by others.7 One potential manifestation 
of  dysphoria that choir directors may observe is vocal 
dysphoria, which means that the individual experiences 
distress related to their speaking or singing voice not 
aligning with what is expected of  their gender identity.8 

For example, a trans woman may experience distress 
because they are assigned to sing in the baritone sec-
tion, which is not a voice part that is traditionally per-
ceived as feminine. However, while many TGE individ-
uals do experience some form of  gender dysphoria, not 
all do, and as such, the presence of  gender dysphoria 
is not necessary prior to validating a TGE individual’s 
identity.9 
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Lastly, if  an individual takes steps to present them-
selves or to experience the world in a manner more 
closely related to their gender identity, this is known 
as “transitioning.” Generally, there are three different 
categories of  transitioning that individuals may choose 
to undergo: social, legal, and medical. Social transition 
refers to things such as changing the name or pronouns 
they use, how they dress or act, or their living circum-
stances. A legal transition refers to changing one’s name 
or gender marker on legal identification and any other 
necessary documents, and a medical transition refers 
to individuals who undergo hormone therapy or oth-
er medical procedures to alter their body physically to 
align with their gender identity. It is important to note 
that not all individuals who are TGE undergo any form 
of  transition, often due to a lack of  qualifying medical 
insurance or financial resources rather than a lack of  
desire. Regardless, transitioning (whether social, legal, 
or medical) is not essential in order for someone’s gen-
der identity to be valid. It is simply through the indi-
vidual’s self-identification with their identity that it be-
comes valid.10

TGE-Related Vocal Transitions11

There are several common misconceptions or misun-
derstandings about TGE singers that may lead a choir 
director to be unsure about how to proceed if  they have 
a TGE singer in their ensemble. For instance, some may 
believe that if  a singer is undergoing hormone therapy, 
they will be unable to sing well enough to be able to 
continue singing in an ensemble because they can nega-
tively impact the corporate sound if  they are allowed to 
sing in a section that is different than one would expect 
of  their sex assigned at birth (e.g., someone who was 
previously singing baritone and wants to sing in the alto 
section). 

One of  the more incorrect beliefs about HRT’s ef-
fects on the voice is that a TGE singer taking testoster-
one would never be able to sing like someone who is 
cisgender. While these perceptions are not of  malicious 
intent, they are not accurate representations of  the 
experiences of  TGE individuals. To address some of  
these misconceptions and to illustrate line recombina-
tion’s usefulness in assisting individuals seeking a vocal 

transition, a brief  introduction into medical transition’s 
actual impact on the voice is essential, but an in-depth 
discussion of  its effects on the voice is not included here, 
as that is not the focus of  this article.

 
Introduction to Medical Transition’s Impact on the Voice

First, there are little to no discernable side effects 
to the anatomy of  the larynx of  an AMAB individual 
undergoing feminizing hormone therapy post-puberty, 
which includes the reduction of  testosterone and the 
addition of  estrogen in the body. Some anti-androgens 
(testosterone blockers) can have a dehydrating effect on 
the individual, but conscientious hydration can abate 
any concerns in that area.12 However, there are phono-
laryngeal surgical options that some TGE individuals 
choose to undergo in order to raise the natural speak-
ing pitch of  their voice, and if  they do, their range will 
be impacted significantly. If  this is the case, any singing 
should be cleared through vocal health professionals be-
fore resuming choral activities. Because HRT has limit-
ed effects on the voice and surgical options are incred-
ibly risky, trans women who are singers may undergo 
voice therapy to feminize their speaking voice and/or 
learn to sing in a soprano or alto register in a manner 
similar to a countertenor.13

In contrast to feminizing hormone therapy, mascu-
linizing hormone therapy does have a significant impact 
on vocal production. The primary hormone prescribed 
for these individuals is testosterone, and the extent of  
the impact of  testosterone depends greatly on the age 
and vocal development of  the individual when they 
begin hormone therapy.14 However, regardless of  age, 
changes can be observed rather quickly, and the effects 
are analogous to a cisgender AMAB individual’s chang-
ing voice during puberty.15 Similar to a middle school-
aged AMAB person, individuals taking testosterone can 
still sing throughout their voice change, but the amount 
of  time it can take for the voice to stabilize fully can 
vary from two to six years.16 

On the whole, the extent of  the effects of  hormone 
replacement therapy on an individual is largely contin-
gent upon the age at which they begin treatment. It is 
extremely rare to encounter a teenager who is undergo-
ing HRT, whether masculinizing or feminizing. Instead, 
the use of  puberty blockers may be employed to delay 
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the onset of  puberty until the family decides whether to 
proceed with HRT along with a team of  medical pro-
fessionals.17 Because puberty blockers postpone the on-
set of  hormonal effects on the body, resonance may be 
impacted due to the delayed initiation of  development 
of  the ribcage and skull. Despite this, it is important to 
note that teenagers looking to transition socially or to 
sing in a different section, even if  they are not on HRT, 
can still benefit from line recombination because it can 
provide a healthy, gender-affirming vocal line that may 
ease vocal dysphoria. 

Line Recombination
Line recombination is a codified methodology of  

creating a new, intermediate vocal line by combining 
portions of  the existing alto and tenor lines in a com-
position in order to provide an accessible vocal line that 
can be sung by individuals seeking to perform a voice 
part that traditionally corresponds to their affirmed 
gender identity. It is important to note that line recom-
bination is not the creation of  new material. Instead, 
through notating a hybrid line that consists only of  
notes from the alto and tenor lines, line recombination 
does not change the musical content of  a selection. It 
can provide a healthy, gender-affirming alternative to 
singers who are transitioning between voice parts, or 
those who are unable or do not want to sing in their 
current section due to vocal constraints or their gender 
identity, all while eliminating the need for the singer to 
jump between staves to accomplish a similar result. 

When recombining lines, the most important con-
sideration is the range of  the new voice part. General-
ly, recombined lines should stay within an overlapped 
tessitura of  the AFAB lower register and the AMAB 
upper register. This allows for the line to encompass a 
range that can be sung by most individuals, regardless 
of  sex-assigned-at-birth. Because range varies wide-
ly from person to person, even within the same fach, 
registration events serve as a better starting point when 
determining the range for recombined lines. This is 
because the locations of  registration events are more 
consistent within voice classifications, which would im-
ply that there is some degree of  range overlap at those 
pitch levels. 

As discussed in Richard Miller’s The Structure of  Sing-
ing, all voices have at least one registration event between 
G3-A4, as shown in Table 1 on page 11.18 Using that 
information and the “chest voice” ranges that Miller in-
dicates for upper voices, one can extrapolate that—on 
average—most voices have an overlap in range around 
G3-A4 as well, with the possible exception of  basso pro-
fundos who do not have a developed upper register that 
enables them to sing above their secondo passaggio. To 
allow for some margin of  error, I narrowed this range 
even further to try to avoid reaching the extremes of  
those individuals’ ranges. As a result, I recommend the 
range of  A3-F#4 for recombined lines with some flexi-
bility for brief  deviations outside of  that tessitura—as 
long as the line does not stay beyond this limit for ex-
tended periods of  time or go higher than A4 or low-
er than F#3, if  possible. Of  course, one must take into 
account the difficulty of  navigating the passaggi in this 
range—particularly for tenors, baritones, and basses—
due to potential fatigue and audible registration shifts. 
Recombined lines can, however, be used as an opportu-
nity to develop a lighter vocal mechanism that will allow 
them to navigate this challenging tessitura as they work 
toward their desired voice part.

 The second consideration in line recombination is 
“singability.” An effort to avoid extremely disjunct lines 
should be made, thus creating the smoothest recombi-
nation possible—unless the character of  the music calls 
for a more disjunct approach. Lastly, one should try to 
utilize material primarily from the voice part that the 
singer desires to perform. If  that is not possible due to 
the nature of  the music, a neutral line can be created. 

Hypothetical Examples
To visualize some potential circumstances in which 

the method of  line recombination can be applied, five 
hypothetical singers of  collegiate age or older are dis-
cussed here for consideration, but again, these principles 
can be applied in teenagers as well as adults, regardless 
of  HRT status.

Sally
First is Sally (she/her), a thirty-year-old trans woman 

who has been on feminizing hormone therapy for five 

(Trans)Itioning Voices: Inclusivity through Line Recombination
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years. She is a former baritone, has been training as a 
countertenor for five years, and currently sings alto I 
and soprano II. Because Sally already has training in 
safely utilizing her upper register to sing in her desired 
voice part, there are not any vocal accommodations 
needed from the choir director to help her participate 
in choir apart from awareness of  the blending of  tim-
bres—which is the case for any section in a choral en-
semble, regardless of  whether or not its members are 
TGE. 

	
Sam

Sam (they/them) is a twenty-two-year-old, AMAB, 
non-binary singer who has not undergone any hormone 
therapy. Sam currently sings baritone, but they want to 
sing alto because singing in the baritone section causes 
them dysphoria. For them, line recombination is a po-
tential solution in order to provide Sam with an inclu-
sive, alto-dominant option while they learn to navigate 

their upper register in a manageable range. It is worth 
noting that using the term countertenor or falsetto can 
potentially cause dysphoria because of  the connotation 
that those terms are male-based. Instead, using “upper 
register” is more appropriate.

	
Tom

Tom (he/him) is a twenty-six-year-old trans man who 
does not plan to undergo masculinizing hormone ther-
apy, but he does experience vocal dysphoria and would 
like to sing tenor in his natural lower register. 

Jake
Contrastingly, Jake (he/him) is an eighteen-year-old 

trans man who has been on masculinizing hormone 
therapy for six months and was not on hormone block-
ers prior to beginning HRT. He used to sing soprano, 
but his voice is already changing, and he has dysphoria 
when singing in his upper register. Similar to Sam, both 

Table 1. Registration Events Across Voice Types

Voice Part Range of  Primo Passaggio Range of  Secondo Passaggio Chest Voice Range  
(if  relevant)

Soprano E4 F#5 G3-E4

Mezzo Soprano E4-F4 E5-F5 E3-F4

Contralto A4-G4 D5 D3-A4

Tenor C4-F4 F4-B4 Not discussed

Baritone B3-B3 E4-E4 Not discussed

Bass G3-A3 C4-D4 Not discussed

Consolidation of  registration events’ locations as discussed in Richard Miller’s The Structure of  Singing: System and 
Art in Vocal Technique (New York: Schirmer, 1996), 117, 134-135. Miller does not discuss ranges for lower voices, 
but he does include “chest” voice range extensions for the upper voices.
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Tom and Jake can benefit from line recombination to 
serve as a safe, comfortable vocal option, but in this in-
stance, one would seek to create a tenor-dominant line 
instead of  an alto-dominant one. This can provide a 
comfortable, affirming option for Tom if  the tenor line 
becomes too low, and it can serve as a temporary mid-
dle ground for Jake while he navigates his voice change 
as the effects of  the hormones progress and his register 
lowers.

	
Jodie	

Lastly, Jodie (she/her) is a twenty-five-year-old trans 
woman. She has been on feminizing hormone therapy 
for a year and a half  and is happy singing tenor. Because 
Jodie does not experience vocal dysphoria, she can con-
tinue to sing tenor in choir, and there are no vocal ac-
commodations needed.

Repertoire Examples
When considering repertoire for this project, it was 

important to include works that are well known and fre-
quently performed in the choral community.19 The se-
lections discussed here encompass a wide range of  styles 
and composers varying from the Renaissance to the 
twentieth century, featuring differences in range, tex-
ture, voice leading, and harmonic and rhythmic content 
in order to provide a thorough test of  the methodology 
of  line recombination. First to be examined is Sicut Cer-
vus by Palestrina; followed by Ave verum corpus, K. 618 by 
Mozart; “Warum,” Op. 92, No. 4, by Brahms; Gloria, 
No. II, “Laudamus Te” by Poulenc; and The Seal Lullaby 
by Eric Whitacre. For clarity of  notation and discussion, 
all excerpts of  the recombined lines provided here are 
color coded with alto-line material in red and tenor-line 
material in blue, but that is not a necessary part of  the 
methodology.

Sicut Cervus 
Originally published in the Motectorum liber secundus, 

4vv (Second Book of  Motets for Four Voices) in 1584, Si-
cut Cervus has become one of  Palestrina’s most frequent-
ly performed motets.20 The work is scored for SATB a 
cappella voices, originally in F major. Today’s perfor-
mances are often in G major, but the key is flexible as 

is common with much Renaissance music. The two- to 
three-minute motet is through-composed and features 
points of  imitation that are exemplary of  Renaissance 
style with entrances overlapping one another and melis-
mas used to emphasize certain words.21 Each phrase of  
text changes thematically, but the next section typical-
ly begins as the previous is ending. It also contains fre-
quent voice crossings between the inner voices, which 
poses unique choices with regard to line recombination.

The recombined line discussed here is alto-domi-
nant, which tests the process of  line recombination and 
would make the line ideal for the hypothetical singer, 
Sam. To remain congruent with Sam’s desired voice 
part, the line has been notated on the treble clef  just 
like the original alto line. The part could also be no-
tated on the tenor treble clef  if  desired, but because of  
the methodology’s determined range, recombined lines 
can only have a maximum of  three ledger lines when 
notated on a traditional treble clef  (down to F3). This 
line, in its entirety, contains material from the tenor line 
in only twenty-two out of  fifty-eight measures, and as 
mentioned previously, the voice crossings in the inner 
voices pose some interesting opportunities for line re-
combination. 

For instance, in mm. 13-18 (See Figure 1 on page 
13), the alto and tenor line frequently overlap, and the 
majority of  both lines fall within the designated tessi-
tura of  A3-F#4, with only a few outliers. Because of  
this, these six measures could be combined in a variety 
of  ways, but this particular recombined line illustrates 
Sam’s preference to sing the alto line, which happens to 
remain within the confines of  the prescribed range for 
the duration of  this excerpt. As such, the recombined 
line stays on the alto line for the entirety of  this exam-
ple. Had this been a recombined line intended for an 
individual who wants to sing tenor, it could remain on 
the tenor line here instead. In contrast, a balanced line 
that favored neither part over the other would require 
creative decisions regarding text setting—as illustrated 
in the example seen in Figure 2 on page 13, but the 
actual notes themselves provide great flexibility for any 
number of  melodic variations.

As seen in m. 20 of  Figure 2, I switched to the tenor 
line on the downbeat to avoid sustaining the G4 that 
appears in the alto line for such a long period of  time. 

(Trans)Itioning Voices: Inclusivity through Line Recombination
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Exactly when to switch to the tenor line, though, is at 
the discretion of  the conductor. For instance, I have 
chosen to switch directly to the tenor line on the down-
beat of  measure 20, on the final syllable of  the word 
“desiderat.” However, some directors or singers might 
find this to be an awkward solution due to splitting up 
the word. So, another potential route one could take in 
a situation such as this would be replacing the D4 on 
the downbeat with a half  rest, and then continuing with 
the alto line on beat two: the D4 with the word “ad.” In 
either case, the importance of  maintaining a singable, 
satisfying line that is helpful to the singer is paramount. 
In all, this selection exemplifies the versatility of  ear-
ly music with regard to recombination because of  the 
flexibility of  performance key and the similar ranges of  
the inner voices.

Ave verum corpus, K. 618
Wolfgang Amadeus Mozart (1756-1791) wrote his 

Ave verum corpus, K. 618, in the summer before his death, 
almost eight years after his last religious composition. 

Composed for Anton Stoll (1747-1805), the choirmas-
ter in the small town of  Baden, its simplistic texture 
and singable lines are ideal for the amateur ensemble 
for which it was intended.22 Because of  this, it is one 
of  Mozart’s most frequently performed choral works. 
Originally scored in D major for SATB chorus, strings, 
and organ, there are countless modern arrangements 
of  the three-minute, through-composed tune varying 
in voicing and performance forces. In its original form, 
however, the composition maintains its relatively static 
vocal lines and primarily homophonic texture through-
out its three distinct sections, which lends itself  to lim-
ited ranges of  the voice parts, especially for the inner 
voices.

Because of  the nature of  the limited ranges of  the 
vocal lines in this work, Ave verum corpus further demon-
strates flexibility of  line recombination to fit almost any 
circumstances for TGE singers. This malleability can 
be easily observed through examining measures 1-18 
of  the work in Figures 3, 4 on page 15, and 5 on page 
15. Figure 3 shows these measures with an alto-dom-
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inant line, in which the total measures for the whole 
piece borrowed from the tenor line in fourteen out of  
forty-six measures. The recommended deviations to the 
tenor line create a singable line that remains within the 
prescribed tessitura. The line deviates from the alto line 
in measures 11-18 because the original alto line goes 
beyond the ideal tessitura of  A3-F#4 for extended pe-
riods of  time. Contrastingly, the tenor-dominant line 
shown in Figure 4, which contains only seven measures 
of  material from the alto line in the entire piece, does 
not borrow from the alto line at all in measures 1-18 
because the original tenor line is extremely favorable 
for the recombined tessitura. Then, Figure 5 shows a 
neutral version, in which the total recombined line con-
tains eighteen measures from the tenor line and twenty 
measures from the alto. This neutral recombined line 
was created to test the flexibility of  this methodology in 
order to create as many options for transitioning singers 
as possible and to demonstrate the plethora of  creative 
decisions that can be made. All three of  these versions 
are manageable, singable, and adhere to the guidelines 
for recombination, which further illustrates that line re-
combination can be a meaningful contribution toward 
inclusivity in choral ensembles.

“Warum,” op. 92, no. 4
Johannes Brahms (1833-1897) wrote two composi-

tions titled “Warum.” The first, his op. 74, an a cap-
pella motet scored for SSATB is perhaps performed 
more frequently than his op. 92, no. 4, which is dis-
cussed here. The latter is scored for SATB chorus and 
piano and was published in a group of  four quartets, 
Vier Quartette, in 1884. As is typical of  Brahms’s music, 
“Warum,” op. 94, no. 4, is harmonically explorative, 
featuring frequent chromaticism as well as asymmet-
rical phrases. Because of  the extensive ranges (alto: 
A3-E5; tenor: D3-G4) and disjunct vocal lines, this 
two-minute selection poses a particular challenge as 
it relates to line recombination. In this through-com-
posed work with distinct A and B sections, Brahms also 
employs contrasting meters and tempi as well as chang-
es in texture, voice groupings, and homophony versus 
polyphony.

 When creating a recombined line in this work, the 
voice leading presents challenging decision making be-

cause of  the ranges and disjunct nature of  the lines. 
As a result, line recombination may require moments 
where only one or two notes are taken from a different 
voice part in the context of  the phrase or text may be 
repeated or left incomplete, similar to the previously 
discussed Sicut Cervus. This can be seen in mm. 8-12 of  
Figure 6 on page 17, which features a neutral recom-
bined line, or in mm. 24-25 shown in Figure 7 on page 
18 where only one note out of  a measure is borrowed 
to make the line more singable. 

In the effort to create two separate recombined 
lines—both a tenor and an alto-dominant line—it 
becomes clear that some recombined lines may yield 
more balanced results than others. For instance, when 
creating a tenor-dominant line, I only deviated to the 
alto line in five out of  fifty-six measures, but when try-
ing to create an alto-dominant line, the result was a line 
in which thirty-two out of  fifty-six measures contain 
borrowed material from the tenor line, thus creating a 
more neutral line than a part-dominant one and cer-
tainly not an alto-dominant line. This leads one to con-
clude that the more extensive the ranges of  the voice 
parts or disjunct the melodies are, the more likely it is 
to require the creation of  a neutral line instead of  a 
part-dominant one, and this idea is explored further in 
the next selection from Poulenc’s Gloria. 

Gloria, No. II, “Laudamus Te”
Gloria by Francis Poulenc (1899-1963) was written 

in 1959-1960, and is a unique and arguably irrever-
ent take on the traditional Catholic text, but it has 
still become a notable standard in choral repertoire.23 
Scored for soprano solo, SATB chorus, and orchestra, 
the composition represents Poulenc’s playful melod-
ic and rhythmic style with unexpected text emphasis, 
mixed meter, and regular chromatic alterations. The 
short, cellular phrases of  the three-and-a-half-minute 
“Laudamus Te” often feature voice pairings of  alto and 
bass or soprano and tenor across its three sections and 
coda, and the extensive ranges, particularly for the alto, 
pose unique challenges.

When recombining the tenor and alto lines, it be-
comes evident that a part-focused recombination is 
not achievable. Instead, it is more important to cre-
ate a singable line, and the result is a neutral recom-
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bined line, containing thirty measures of  material from 
the alto line and thirty-three measures from the tenor. 
When dealing with music of  this complexity, similar to 
the Brahms “Warum,” the versatility of  a neutral line 
cannot be denied. This flexible solution puts vocal health 
at the forefront of  the decision-making process while still 
providing an inclusive alternative for TGE singers. That 
said, in measures where multiple viable options exist, an-
other possible solution would be to notate both parts on 
the recombined line, especially in homophonic texture, 
thus allowing the singer to take their most gender-affirm-
ing solution where possible, as seen in Figure 8 on page 
19, measures 77-85.

The Seal Lullaby
When discussing contemporary choral music, the in-

fluence of  Eric Whitacre (b. 1970) cannot be denied.24 

The four-minute composition, The Seal Lullaby, is scored 

for SATB chorus and piano, and the composition is 
characterized by wave-like motion with emphasis on 
downbeats, and the application of  disjunct, parabolic 
lines to create “waves” throughout the four sections of  
through-composed music. Although still containing dis-
junct lines, the ranges of  the voices are far less challeng-
ing than Poulenc’s Gloria, which provides more flexibility 
when creating the recombined line, because, while voice 
crossing does not occur, there is a regular overlap be-
tween the ranges of  the inner voices for the majority of  
the work (alto: A3-B4; tenor: C3-E4).

Building off the lessons learned from the Brahms and 
the Poulenc recombined lines, I opted to create a neutral 
line rather than focusing on a part-specific recombined 
line as an example of  the flexibility of  expression and 
musicality that line recombination affords. A work such 
as this allows for a variety of  creative possibilities as ex-
emplified in mm. 23-27 of  Figure 9 on page 19. In these 
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to include the alto and tenor lines in addition to the 
recombined line, which may further alleviate copyright 
concerns. 

In the event a conductor is concerned about copy-
right, contacting the composer or the publisher directly 
to receive permission is not out of  the question. In time, 
it is my hope that line recombination will become such 
a norm that publishers and composers will be aware 
of  and openly support its application to copyrighted 
works, especially in academic environments—perhaps 
even to the point where composers will begin includ-
ing recombined lines in their published works prior to 
distribution, which would alleviate copyright concerns 
entirely.

Until that is the case, however, the thought of  cho-
ral directors engraving lines themselves and having to 
contact publishers is likely daunting, particularly as it 
relates to the time required to do so. To address this 
potential hurdle, I have created a free, crowdsourced 
database of  recombined lines that can be accessed 
and contributed to by anyone in the field. This Re-
combined Choral Library (RCL), which already contains 
the recombined lines discussed in this article, can be 
found at www.TransitioningVoices.org. The goal of  
the project is to provide an easily accessible resource 
where choir directors can go to download a part for 
their singers that has already been created if  they do 
not feel comfortable and/or have time to create their 
own recombined lines. If  the desired piece is not pres-
ent in the library, one can request a recombined line, 
and the team will create the requested line for them, 
even contacting publishers if  necessary. I hope that the 
RCL and (Trans)itioning Voices will be able to remove 
as many potential hurdles to utilizing this methodology 
and its recombined lines as possible. 

After its introduction at the Western ACDA Con-
ference in Long Beach in March of  2022, the project 
and the number of  volunteers are already growing ex-
ponentially, and through the inclusion of  additional 
contributors in the coming months and years, it will 
continue to do so. Anyone who would like to get in-
volved can reach out through the contact form at www.
TransitioningVoices.org. The more contributors the 
project gains, the more accessible this resource will be 
to the choral field.

(Trans)Itioning Voices: Inclusivity through Line Recombination

measures, the ranges of  the alto and tenor lines overlap 
almost entirely, and when combined with the disjunct, 
wave-like melodic shape, the parts allow for any num-
ber of  decisions when creating the recombined line. In 
cases like this, the final iteration may come down to 
the directors’ or the singers’ preference, as there are 
countless possible solutions. This flexibility provides 
an opportunity to stray away from phrase-focused re-
combination, as seen in Mozart’s Ave verum corpus, thus 
creating a line that can change note to note rather than 
using whole phrases or complete measures if  one so 
chooses. In this version, forty-one out of  seventy-seven 
measures contain material from the alto line, thirty-one 
from the tenor, and eight measures contain material 
from both lines interchangeably, still leaving room for 
further possible recombinations.

Discussion
When considering the method of  line recombina-

tion, some conductors may be concerned with the mu-
sical integrity of  the composer’s original intent or even 
potential copyright issues in non-public domain works, 
but one could argue that adjustments similar to line 
recombination are already made by choral directors 
on a regular basis without changing intent or raising 
copyright concerns. For instance, rewriting or adapting 
vocal lines is commonplace for middle school teachers 
to adjust for their singers’ needs without ill-effect on the 
music, and accommodating the vocal needs of  TGE 
singers can be very similar.25  Also, renowned conduc-
tors such as Robert Shaw would have altos join tenors 
or utilize other such doublings to meet the demands 
of  countless choral masterworks, and this has now be-
come standard practice. 

It is important to note that, because line recombi-
nation is essentially creating an alternative roadmap 
through a piece by moving between the inner voices, 
copyrighted material is not being altered in any way 
because no music is added or changed. If  the line is 
intended for someone who is comfortable jumping be-
tween staves, no engraving would be needed because 
the roadmap can simply be marked in the score; but if  
engraving the line is preferred by the director and the 
singer for ease of  reading, it would not be necessary 
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Regarding the repertoire itself, the lessons learned 
through the selections here serve as valuable insight re-
garding the practicality of  the method of  line recom-
bination as it relates to various repertoire. Early music 
is easily adapted because choice of  key is flexible, and 
the inner voices often overlap, as seen in Palestrina’s 
Sicut Cervus. Static vocal lines, like in the discussed com-
position by Mozart, provide the opportunity to create 
unique, part-specific recombined lines. However, when 
the lines become more disjunct or harmonically ex-
plorative, a neutral line may be the best solution, as in 
the Brahms and the Poulenc selections. 

Lastly, the example by Whitacre demonstrates that 
there is no “correct” answer, and the efficacy of  the 
recombined line is only limited by the director’s cre-
ativity. Another factor for consideration is that com-
positions with extensive divisi may actually make line 
recombination easier because divisi typically reduces 
the range of  each voice part, thus creating more static 
lines. When commissioning works, one could request 
a recombined line, either consisting of  material from 
the alto and tenor, or perhaps the creation of  a unique, 
inclusive part, similar to a cambiata line.

Through line recombination, TGE singers can be 
shown acceptance and active support of  their identity 
that may alleviate any apprehension they have about 
being able to sing in a choral ensemble. When com-
bined with thoughtful choral positioning and inclusive 
uniforms, this empathetic approach can provide a safe, 
validating alternative for these singers that is fulfill-
ing and meaningful as they transition between voice 
parts.26 That said, line recombination is not a perfect 
solution to the growing challenges that choral directors 
are facing, but it is a viable stopgap when working to-
ward inclusivity. As such, providing an inclusive, sup-
portive environment for all singers is a goal worthy of  
pursuit, and educators can do so by remaining open 
to learning about differing perspectives or experienc-
es and by being mindful of  ways they can incorporate 
new methodologies. 

A potential concern that directors may have regard-
ing ensembles with high performance expectations is 
that including line recombination may result in a sing-
er being unable to perform at the same level on a re-
combined line that they might have been able to on 

their previous voice part. For instance, there may be a 
singer who can meet expectations as a tenor but is not 
proficient enough with their upper register to meet the 
expectations as an alto or through a recombined line. 
This is the reality of  being a musician, and it would 
depend on the comfortability of  the singer whether 
they are willing to compromise in order to be in that 
ensemble. 

As a member of  the USC Thornton Chamber 
Singers at the University of  Southern California, I 
approached Dr. Jo-Michael Scheibe about singing 
recombined lines in the spring of  2022 after singing 
tenor in the ensemble for a year and a half. He was 
open to giving it a try, but added the understandable 
disclaimer of, “I need to hear it in the sound of  the 
ensemble first.” Fortunately, I was able to maintain the 
high performance standard of  that ensemble, but had 
I not been able to, I would have had to decide if  I was 
okay with only singing tenor or if  I would rather sing a 
recombined line in another ensemble. When directors 
are faced with a circumstance such as this, it is import-
ant to consider whether the singer has not qualified for 
an ensemble because all avenues (including line recom-
bination) have been explored and they are found not 
to be capable, or whether it is because of  a hesitancy 
caused by misunderstanding or the fear that it would 
be too much work to provide the singer with accom-
modations.

In the event that a singer approaches a conductor 
with a request to sing in another section, the director 
should be careful to respond with empathy and to be-
gin a dialogue with the singer without being immedi-
ately dismissive, as it may not be clear why the singer is 
asking to change parts. Through careful conversation 

Through line recombination, TGE singers 
can be shown acceptance and active 
support of their identity that may alleviate 
any apprehension they have about being 
able to sing in a choral ensemble.
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and consideration, the director and the singer can work 
together to develop a plan that is specific to that indi-
vidual. Conductors should be aware of  singers’ iden-
tities and their abilities as best they can and strive to 
be as empathetic as possible, allowing their creativity 
and musicianship to create the best experience for their 
singers, but at no point should a director require a sing-
er to “come out” in order for their request to sing in 
another section to be considered. 

In some instances when there is a desire not to draw 
unnecessary attention to the TGE singer while using 
recombined lines, a more discreet approach may be ap-
propriate. Depending on the comfortability level and 
musical independence of  the TGE singer, more indi-
viduals could perform the recombined line along with 
them, thus allowing a degree of  anonymity for them 
while also normalizing the practice and providing mu-
sical support through the added singers. The success 
of  any implementation of  this methodology hinges 
greatly on the director’s relationship with their singers 
and the inclusive environment that they have fostered 

in their classrooms and ensemble spaces. 	
Directors and educators have a significant responsi-

bility to create a meaningful, comfortable experience for 
all singers in their ensembles. This means that gatekeep-
ing and decision making based on false preconceptions 
must be avoided through consciously committing to 
learning to understand others’ identities. Directors can 
utilize the accommodations discussed here, while try-
ing not to limit their perceptions of  what line a singer 
is capable of  performing without considering a recom-
bined line as a possibility to help them feel welcome and 
validated. Inclusion such as this can significantly reduce 
stress and anxiety for TGE singers, and it can provide an 
overall feeling of  acceptance, which may be lacking in 
many TGE individuals’ lives. Above all, this practice is 
borne out of  a desire to promote inclusivity and empa-
thy, which should always be the goal, not just as choral 
directors, but as human beings. 
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