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The more | hear, the less | know.
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A Note on Transcriptions and Direct Quotations

The politics of representing speech are complex, particularly when it comes to issues of dialect
such aghosefound in blackface minstrelsy performance. | have chosen in this dissertation to
transcribe song lyrics and spoken text in standeichlledEndish, except when quoting

directly from a published source (sheet musezondary sources, etc.), for two reaséirst,

any attempt to reproduce dialect speech will ultimately fail to capture the rich nuances of vocal
performance engaged in by perforsi@gdow could one, for instance, capture the subtle use of
diphthongs by a performer such as Bert Williams in written text? Setbade found this
approacho be more conducive to reading. Anyone who has read sources that attempt to
reproduce the sound mliosyncratic speech knows all too well the difficulties of understanding

what the speaker is actually saying.



Chapter One

Introduction

Writing in 1920,New YorkTimescartoonist and author Denys Wortman captured the
aural and visual signifiers of urban life in a fictional narrative entitled, "Last of the Organ
Grinders" (See Figure 1.1)An everpresent figure on New York City streets since the middle of
the ningeenth century, the figure of the organ grinder and the repetitive sounds of his barrel
organ captured for middiend upperlass residents the aural nuisance of modern urban life.
Commentators in New York City had for years targeted street musicigngevision,
legislation, and even incitements of violence. An eaNiew York Timeatrticle printed in 1893
titled, "This Music without Charm," quoted a Brooklyn policeman's advice dealing with these
musicians: "l tells 'm to take two or three abledied bricks up stairs with them. When the
organgrinders come along they can drop 'em by accident." As Wortman's tale illustrates,
however, it was not simply the decibel level nor the seemingly ceaseless drone of the organ's
song that so infuriated residenitsstead, the grinder's aural presence signaled the intrusion into
public space of loweclass, racialized Others. By the time Wortman published his ewlogy
condemnation of the organ grinder, street musicians comprised only part of an increasingly

polyphonic, and polyvocal, urban citizenry. In Wortman's portrayal of this urban mass, an organ

! Denys Wortman, "Last of the Organ Grindefsgw York Timesl August 1920. For a brief
biography of Wortman, see Carol Kino, "Gotham Chronicle: Sharp Eye, and Piiesi,Y ork
Times 17 November 2010.

% For a history of organ grinders in Werork City, seeMichael David Accinno™'Organ
Grinder's Swing'Representations of Street Music in New York City, 28987' (master's
thesis University of lowa, 2010).



grinder stands soberly amidst a crowd of caricatured African American adulte slouched,

one whose arms aleldslightly akimbod and children, two of whom adressed in overalls
signifying, perhaps, their status as turégrants.To the grinder's right stands"wildly

animated" Italian. In the backgroundwaite policeman surveys the scene, his rigid stance and

stern gaze, just barely visible in the cartom@arking his authoritative distance from this

common rabble. The crowd and the policeman are further segregated by their voices, as both the
Italian's and the African Americans' speech are depicted in stereotyped dialect: the Italian man,
pointing to theorgan grinder's pet mouse, asks "How mooch is DESE?," while an African
American "with wideopened and suspicious eyes" exposes the musician/fortune teller's
cartomantic deception, exclaiming "He done put it thar hisself" as the grinder slips a hidden

fortune telling card into place.

Figure 1.1. Last of the Organ Grinder$

3 Wortman, "Last of the Organ Grinders."



Such depictions of foreign speech and song exposed what U.S. literature historian Gavin
Jones has called with regard to black dialect literature "a popular means of encoding racist
beliefs," ultimately distancing these sounds from Western practices (here literally embodied by
the patrolman whose speech is portrayed in standard English) even as urban living brought
unfamiliar cultures into growing proximifyThe play of dialects anaccents here exposed a
great deal about how the "sonic celiore," to borrow Jennifer Stoevéickerman's phrase, was
mobilized in the ideological formations of the voice at the turn of the twentieth cénturgs
not simply that racialized voices weteemed nuisances or that voices of authority were
assumed to speak in a standardized Rayher, voices sounded the racialized bodies of urban
citizens and as such provided sonic evidence of racial Otherness that filled public spaces with a
polyvocal mengerie of dialects, accents, and songs. As racialized sounds stemming from
material bodies, voices accrued meaning from the stereotypes attached to notions of social and
cultural differenceThus in the cartoon discussed above, the word "DESE" was ampljfied
speaker's "wid®pen suspicious eyes," while the policeman's stern gaze lent depth to his

authoritative voice.

This dissertation investigates how a variety of performers, audiences, citizens, and

immigrant communities laid claim to the vocal sound of the nation in the United States at the

* Gavin JonesStrange Talk: The Politicsf @ialect Literature in Gilded Age Ameri¢8erkeley:
University of California Press, 1999),-10Q.

® Jennifer StoeveAckerman, "Splicing the Sonic Coline: Tony Schwartz remixesueva
York" Social Textl02 no. 1 (2010)59-86.



turn of the twentieth centuryfocus here on how singers at the turn oftthentieth century
expressed their relationship to the nation through vocal performance; specifically, | address how
singers working in popular, folk, and classical traditions employed a variety of timbres, accents,
dialects, vibrato, and other vocal chamaistics as a way to lay claim to national belonging. In
other wordswhich strategic vocal choices did singers make in order to voice, literally, specific
subject positions within the framework of the U.S. nastateAVhich voices were authorized to
sing for the nation, or, as Judith Butler and Gayatri Spivak provocatively asked, "who sings for
nationstate?® How is the nation shaped and brought to life through its vocal sotniis?
vocal sounds were privileged and why? How did the nation's histocigeconomic policies,
limitations on citizenship, and so forth affect the sound of its inhabitants' voices? And how were
these sounds produced, disseminated, and embodied by individuals and communities?

This dissertation consists of four chapterg thaus primarily on singers and the
discourse regarding vocal practices in the years immediately preceding and following the turn of
the twentieth century. | draw on a range of primary resodrcé®m medical texts on vocal
physiology to recordings to palar criticism on singing styl@ to show how ideologies of race,
nation, ethnicity, class, and gender informed contemporary auditions and performances of vocal
sound. These four chapters, which | discuss in more detail below, trace the formation of a
paticular relationship between vocal performance and the nation that arose from the circulation
of goods and people accompanying the U.S.'s emergence as a modern, imperiatatation
While the dissertation as a whole concentrates on vocal performamheeUnS. | begin in mid
nineteenth century Western Europe, where increasing awareness of and interest in vocal

practices drove scientific research into the physiological mechanics of singing. Physicians,

® Judith Butler and Gayatri Chakravorty Spivi#ho Sings the NatieState?: Language,
Politics, BelongingLondon: Seagull Books, 2007).



musicians, scientists, and anthropologists empldyese studies towards the development of
theories regarding racial difference that, in turn, formed the basis for the institutionalization of
anthropology throughout Western Europe and the United Sk&s. | examine howginging
instructors working infte elite musical traditions of Western Europe empldiiede scientific
studies ofvocal mechanicas a means ti@ach singers how to embody white, racial superiority
throughvocal pedagogyTurning to early twentieticentury popular music, | listen clogeb the
singing of Egbert Austin "Bert" Williams, the West Indibarn entertainer who spent the
majority of his professional career performing as the blackigiostrelsy stereotyped southern
African American. Here, | discuss how Williams's vocal choluat reproduced the belief in
black musical naturalness while also opening a space for imagining a new, modern black orality.
| conclude with an analysis of Vernon Dalhart (née Marion Try Slaughter), a classiaaibd
operatic singer who navigated acreasingly raciallysegregated popular music marketplace by
positing himself as an authentic purveyor of classical, black, and rural, white folk music.

The years between 1890 and 1924 bore witness to impassioned debates regarding which
musics best repsented the burgeoning economic, imperial, and cultural power of the United
States. This history has been extensively covered, so | offer here only a brief overview of the
discussions surrounding this drive to establish a national h@sinotral to thesdebates was the
belief that there existed no original voice rising from the folk inhabiting those qgtétdding

frontiers. For many elite critics, what songs did exist in the U.S. were simply imitations and

'See, for instance, Mi chael Becker man, "Henry
'From the New World,Notes49, no. 2 (December 1992947473, Charles Hiroshi Garrett,

Struggling to Define a Nation: American Music and the Twentieth Ce(Benkeley: University

of California Press, 2008), Joseph Horowiiigral Fire: Musical Portraits from America’Bin

de Siect (Berkeley: University of California Press, 2012).



borrowings from Europe and were more often thahmere commodities of urban publishing
houses. As music historian and critic Frédéric Louis Ritter asked in 1884,
How are we to account for this utter absence of national people's music and poetry in
America? | do not consider the fashionable ballathefcity-folks' as representing the
people's emotional life, or an outgrowth of its natural poetical and musical nature. Most
of these ballads are simply superficial musical illustrations of some passing social whim.
Most of them are reprints of foreigBr{glish) efforts®
What Ritter expressed here was the anxiety felt by many of the nation's cultural elites that there
did not exist in the United States a homogeneous folk as found throughout the nations of Europe;
instead, the "popular masses" inhabiting U.S. represented a racially and sonically
heterogeneous nation out of which no singular national song could arise.
Ot hers, following the suggestions of Czech
national voice in the songs of African Americans &ative Americans. Henry Krehbiel,
perhaps DvoS8§k's most devoted fold specically i nsi s
the slave spiritual® provided the nation with its musical essence. Working with the African
American composer Harry T.Bu ei gh, a student of DvoS$S&§8k who
to black folk music, Krehbiel published his seminal waxikp-American Folksong: A Study in
Racial and National Musjdo argue for black folk music's status as the nation's only true,
original music® Grounding his claims in a Herderian philosophy of the folk as geographically,
culturally, and linguistically pure, Krehbiel wrote, "These people all speak the language of

America. They are native born. Their songs, a matter of real moment iorntnewersy, are sung

in the language of America (albeit in a corrupt dialect), and as much entitled to be called

8 Frédéric Louis Ritterusic in AmericgNew York: Charles Scribner's Sons, 1884), 388.
° I'm grateful to Katie Graber for suggesting this particular reading of the U.S.'s diverse
immigrant populationrd its inability to represent a singular folk tradition.

% Henry Krehbiel Afro-American Folksongs: A Study in Racial and National M{isiew York:
G. Schirmer, 1914)



American songs as would be the songs, were there any such, created here by any other element
of our population Elsewhere, Krehbiel would draupon Du Bois's reading of the spirituals in

The Souls of Black Falemphasizing the spirituals’ emergence from the labor of the slaves, just
as the music of the German folk issued forth from "the German apprentices, soldiers, huntsmen,
clerks, journeyme."*? African American folk song, for Krehbiel, thus met the requirements for a
national music by being 1) sung by a people born within the geographic boundaries of the nation
state, 2) expressed through the language of the people, and 3) by being tbhegrddu

expression of the toiling masses.

Yet, as Krehbiel himself acknowledged, the slave songs "may not give voice to the
feelings of the entire population of the country, but for a song which shall do that we shall have
to wait until the amalgamatiorf the inhabitants of the United States is complete. Will such a
time ever come? Perhaps so; but it will be after the people of the world cease swarming as they
have swarmed from the birth of history till now.And indeed, people were increasingly
"swarmirg" to the shores of the nation, bringing with them myriad forms of vocal and musical
expression competing for viability in an increasingly loud public sphere. By 1900, the nation's
urban soundscape was simply noisy: the sounds of capi@lisrom rail travel to factories to
new technologies of communicatién sounded the nation's emergence as a modern, industrial
society, while an influx of poor and workifggass immigrants from Southern and Eastern
Europe and African American migrants from the southe® Bmplified the cacophony of the
nation's rapidly changing political and racial geograpfifhese social transformations

complicated the debate about how, as Josh Kun has written, "political and cultural citizenship

1 Krehbiel, Afro-American Folksong27.
12 Krehbiel, Afro-American Folksong27.
13 Krehbiel, Afro-AmericanFolksongs27.
14 Mark M. Smith,Listening to Nineteentfentury Americ§Chapel Hill: UNC Press, 2001).



[was] configured through the performanc o f € mhy situating'any discussion of a national
sound within contentions debates regarding immigration laws, imperial expansion, and
technologies of managing and disseminating sound, music, and noise within the publi¢>sphere.
Voices figured prommently in these debates, serving most often as an audible, ubiquitous
marker of racial difference that delineated the boundaries between native and Other, music and
noise, as well as elite and mass culture. As historian Davarian Baldwin has argued, while
immigrant and migrant laborers claimed popular culture and public spaces such as movie
theaters and vaudeville houses as an opportunity for remodeling themselves as modern citizens,
elites heard these "newcomers to the city" as a "boisterous" threatdnsnotiproper social
decorum and to established racial and class hierar®egh tensions all too commonly led to
race riots throughout the nation, primarily targeting African Americans, many involving public
spaces of amusemenfdMusic critics, meanwih| e, depl ored the fhorri bl

displayed by amateur vocalists and vaudeville performers, preferring those singers who

15 Josh KunAudiotopia: Music, Race, and Ameri(Berkeley: University of California Press,

2005), 30. For other discussions of the debate over defining a national music at the turn of the
century that take into account a wide range of actors who have claimed the right to call their
music 'American,’ seGarrettStruggling to Define a Natigrand Carol OjaMaking Music

Modern: New York in the 19208ew York: Oxford University Press, 2000). For discussions of

the national soundscape and the technologies of sonic mediation, see Emily Thdrhpson,
Soundcape of Modernity: Architectural Acoustics and the Culture of Listening in America,
1900-1933(Cambridge: MIT Press, 2002)nd Jonathan Sternehe Audible Past: Cultural

Origins of Sound Reproductigpurham: Duke University Press, 2003).

®Davarian L. Baldwin, fAOur Newcomers to the C
Mo der n Ma s sBegnod Blackfiaae:,Afsicain Americans and the Creation of American
Popular Culture, 189930 ed.by W. Fitzhugh Brundage 53180 (Chapel Hill: University of

North Carolina Ress, 2011)

170n race riots at the turn of the century, see Ann V. Coliifiddell Broke Loose: American

Race Riots from the Progressive Era through World Wé8dinta Barbara, CA: Praeger, 2012),
David Fort Godshalkyeiled Visions: The 1906 Atlanta Riot and the Reshaping of American

Race Relation§Chapel Hill: The University of North Carolina Press, 2005), and Victoria W.
Wolcott, Race, Riots, and Roller Coasters: The Struggle Over Segregated Recreation in America
(Philadelphia: University of Pennsylvania Press, 2012).



performed in a more modest fashiGs Jann Pasler has shown in her work on voice, singing,
and national identity in Frece at thdin de sieclecritics of art music sought a sound that was
racially and aesthetically "pure," i.e., a singing style "devoid of the distinctions of an individual
voice" that best expressed the essence of the ratiotieed, commentators on nbviestern
music heard in Others' singing a racial menace that threatened the very health of the body politic.
One need only consider the allusions to theated 'infectious’ rhythms of African American
and noAWestern singing to understand the anxietlited by this vocal mas<.

In this study, | want to focus on performers and their attempts to craft new styles of vocal
expression. Specifically, | will examine the ways in which th&ed performers at the turn of
the twentieth century employed amdrisformed learned, practiced vocal styles towards
economic, political, and aesthetic goals. Singing is a unique way of inhabiting the body, one that
involves knowing intimately and consciously the physiological processes that make up the
act of vocakemission: breathing, laryngeal expansion, diaphragm movement, and so on. To sing,
accordingly, is to necessarily adopt a different voice. How did singing resonate within this
particular moment of U.S. modernity? How did it shape, and how was it shapee bigims to
national belonging being made by those who continued to be excluded from the rights and

privileges of full citizenship? How did the massive waves of immigrants from Europe's eastern

8 Tone as the End of Techniquéyew York Timesl4 Apr 1900 For an example of this
critigue with regard to vaudeville performers, see "May Edouin at Keitiésy' York Times3
Apr 1902.

19 3ann PasleGomposing the Citizen: Music as Public Utility in Third Republic France
(Berkeley: University of California Press, 2009), 267; alsalse@ Pasler, "Race and Nation:
Musical Acclimatisation and theansons populaireis Third Republic France," illVestern
Music and Raceed.by Julie Brown 147-167 (Cambridge: Gabridge University Press, 2007)
and Kaherine Bergeronyoice Lessons: French Mélodie in the Belle Epa@eord: Oxford
University Press, 2010).

0 Ronald Radano, "Hot Fantasies: American Modemand the Idea of Black Rhythm," in
Music and the Racial Imaginatiped.by Ronald Radano and Philip V. Bohima%9-480
(Chicago: The Uiversity of Chicago Press, 2000)
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and southern frontiers affect how the nation was heard“hdwddid the circulation of these
competing voices through the popular marketplace and via new modes of audio technology make
available new modes of performance, new ways of singing?

My work takes as its starting point a simple proposition: our voicesalleable. We are
able to control of our vocal materialiy timbre, pitch, accent, volun@ in countless ways in
order to affect our situations in the world. This statement perhaps seermagidelft: as we are
all well aware, stage and screen actors rfeasth unfamiliar dialects in order to portray
characters on screen. We may think, for example, of a voice actor such as Mel Blanc (née Melvin
Blank) who was famous for his ability to conceive of and produce such cartoon characters as
Bugs Bunny, Daffy Duk, and Yosemite Sam, among literally hundreds of otHaAghen
speaking before a large audience, such as when we present our work before our academic
colleagues or when teaching in a cavernous lecture hall, we must learn to project our voices so
that we mg be heardSpeaking before large audienggerally entails a slight dropping of our
usual register, the use of a slower pace in order to enunciate clearly, and the production of a more
open tone that carries better to the back of the room. Such pidpliay$ of speech, especially
when prolonged, may cause discomfort or even injury, thus causing our voices to sound hoarse
and soft. We may also think of the simple changes that our voices undertake throughout our
lives: the rasping sound caused by illneéss way our voices may crack when startled, or the
deepening of our voices as we age.

Our voices are thus never stable but are instead dependent on various internal (bodily)
and external (social, environmental) factors. Yet by deliberately alteringpas, we can align

ourselves with specific subject positions for the purposes of political solidarity, class distinction,

L Video of Blanc's vocal folds in action while performing some of his more famous characters
can be seen herttp://youtu.be/xxaKUyigZEWaccessed 11 February 2014].



http://youtu.be/xxaKUyiqZEw

11

racial superiority, economic gain, or, perhaps, to simply blend in with a crowd. We also
purposefully alter our voices in orderitoitate the characteristic speech of others. Think, for
example, of times when you've used indirect, or reported, speech when telling a story to a friend.
How often do we attempt to mimic the sound of the person who we are quoting by altering our
pitch orfeigning an accent? If we are prone to doing so, moreover, we can make these
adjustments to mock or ridicule the vocal sounds of another person. What is at stake when
someone attempts to mimic the sound of someone from another race, nation, genddy, sexuali
or the sound of physical or mental disability? Are such attempts always unethical? Or can we
imagine a vocal mimicry, like that of Bert Williams, that creates space for solidarity or
communal expression? For Williams, who spent his career workingwiitaitradition of
blackface minstrelsy, assuming the stereotyped vocal practices of southern African American
speech allowed him to draw upon black cultural practices while simultaneously showing how
those practices were anything but uncivilized, mucsé flee natural expression of innate
inferiority.

The technological advances of audio recording in the first decades of the twentieth
century allowed for the increased circulation and private consumption of singing Vdices
not to argue that earlyand recordings reproduced precisely the subtle characteristics of singing
performances; shifts in the recording or playback speed, for example, could drastically alter the
sound by changing the tone, adding vibrato to notes, and introducing other maichidiacts
to the listening experience. Ratherdeveloping new styles of singing based on the supposed
authentic expression of racial and national differences, singers tapped into the seemingly
paradoxical ideologies of twof-the-century consumer tture: the desire for authentic

expressions of emotional and cultural experience, and what William Leach has called the "cult of
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the new" that pervaded the U.S. marketpfddadeed, the melding of these competing
ideologieshelpedprodue@ what | refer toasthe vocal economy of the early twentieth century.

The singing styles imagined and produced by singers at the turn of the century sought to provide
for audiences vocal realness grounded in the assumption of essential links between
race/ethnicity and v@al performanceBeyond the singers discussed in this dissertation, we can
hear evidence of the yearning for vocal realness in the recordings and circulation of "ethnic" and
"foreign" musics at this time. These recordings, while providiparticular kindf aural

evidence of cultural and vocal difference, also permitted newlyed immigrants the

opportunity "both to become Americanized and to cling to their heritage," to quote Charles
McGovern, as recording companies began during the 1910s to seebrastdict markets

specifically tailored to immigrant communitiésLikewise, the singing styles discussed in the
following chapters provided new models for how the elites and masses might imagine
themselves vocally as U.S. citizens: where Bert Willianeskaping of vocal blackness sought

new ways of inhabiting the black body in the twentiegimtury, elite singers sought a distinctly

white vocal sound based on the most recent findings of scientific inquiry.

22illiam Leach,Land of Desire: Merchants,dver, and the Rise of a New American Culture
(New York: Pantheon Books, 1993). For more on consumer culture and the search for newness,
see Don SlateConsumer Culture and Modernig€ambridge: Polity Press, 1997) and James
Livingston,Pragmatism, Feminima, and Democracy: Rethinking the Politics of American

History (New York: Routledge, 2001).

23 Chales McGovern, "Consumption,” it Companion to 20t€entury Americaed. by Stephen

J. Whitfield (Malden, MA: Blackwell Publishing, 2004), 339. On the ethmd oreign markets

for recorded music, see Karl Hagstrom Miller, "Talking Machine World: Selling the Local in the
Global Music Industry, 196Q0," in Global History: Interactions Between the Universal and the
Local, ed.by A.G. Hopkins 160-190 (New York:PalgraveMacmillan, 2006), an&egregating
Sound: Inventing Folk and Pop Music in the Age of Jim Qiowham: Duke University Press,
2010).
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Vocal Anthropology

| situate my work withirthe growing body of scholarship on issues of singing and the
voice emerging from ethnomusicology, cultural musicology, and anthropology that has
productively attuned us to the ways in which musicians and other social actors use their voices to
align themskes with identities of race, region, and nation. Nina Sun Eidsheim and Grant
Olwage have demonstrated effectively the historical and cultural forces that shape our audition
of vocal performance as expressive of innate racial differérigielsheim's work &s been of
great value to my thinking, particularly for her focus on the embodiment of racialized vocal
practices. As she writes, "vocal timbre is the sound of habitual performance that has shaped the
physical body. Vocal timbre is not the unmediated safrath essential body. Instead, both body
and timbre arshapedoy unconscious and conscious training practices that function as
repositories for cultural attitudes toward gender, class, race, and sextialitys'notion that
vocal practices shape and mdhe body is critical to my understanding of Western elite vocal
training in the United States, which | discuss in Chapter Three.

Aaron Fox and Alexander Dent, meanwhile, explore how issues of region, class, and race
are brought to life through musicahd vocal performance. For Fox, country music does not
simply permeate workinglass Texas culture; country music provides a vehicle for the
production of community. For the patrons of what Fox affectionately calls "rural beer joints,"

county music may ineuct its audiences how to live while simultaneously gaining its affective

24 Nina SunEidsheim, "Synthesizing Race," and "Marian Anderson and¢®iackness' in
American Operd,American Qiarterly 63, no. 1 (2011)641-71; Grant Olwage, "The Class and
Colour of Tone: An Essay on tl8ocial History of Vocal Timbré Ethnomusicology Forurh3,
no. 2 (2004)203-26. See alsd.aurie Stras, "White Face, Black Voice: Race, Gender, and
Region in tle Music of the Boswell SistersJournal of the Society for American Mugicno. 2
(2009) 207-55; John Burdick, "The Singing Voice and Racial Politics on tlaziBan
Evangelical Music Scenkel.atin American Music Revie80, no. 1 (2009): 255.

25 Eidsheim, "Synthesizing Race." Emphasis in original.
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powers from the audience's relationship with the sounds of the music and the biographies of the
musicians’® Vocal performances are crucial to such commubiti/ding projects as thiémbres,
accents, and colloquialisms of county music allow audiences to hear themselves in the
performances. Similarly, Dent argues in his ethnography of Brazilian country music that
musicians "sing the countryside into existence" by employing partitaibres and blendings of
voices?’ Fox's and Dent's work help us to understand better the relationships between performers
and audiences that are generated through musical production and audition while attuning us to
how communities themselves are constitlthrough those relationships.

Of particular interest are those studies that consider how vocal gestures may be used by
singers to signify specific subject positions. Katherine Meizel explores how the use of melisma
by American Idolsingers serves as'&ceconscious, religiortonscious social practicé®As
Meizel shows, singers must negotiate a sometimes carghlilyed array of competing
ideologies when it comes to employing vocal techniques; while the use of melighnaeligan
Idol contestants,dr example, may suggest an individual, authentic performance of a song (by
which | mean a performance that ostensibly sings from one's lived experience), excessive use can
suggest instead artificiality. Laurie Stras's work on the issues of vocal matennmlitace,
region, gender, and disability has been particularly helpful for my W@kas's close listening

to the singing of the Boswell Sisteds a jazz vocal trio working in the 1920s and 1980s

26 Aaron A. Fox,Real Country: Music and Language in WorkiBtass CulturgDurham: Duke
University Press, 2004229.

2" Alexander Sebastian DetRjver of Tears: Country Music, Memory, and Modernity in Brazil
(Durham: Duke University Press, 2009), 40.

28 Katherine Meizel]dolized: Music, Media, and Identity ~american Idol (Bloomington:
Indiana University Press, 2010), 64.

29 Laurie Stras, "The Organ of the Soul: Voice, Damage and Affecgbimding Off:

Theorizing on Disability in Musiced.by Neil Lerner and Joseph Straus, -BZA3(New York:
Routledge, 2006)White Face, Black Voicg and"Sing a Song of Difference: Connie Boswell
and a Discourse of Disability in JazBbpular Music28, no. 3 (2009)297-322.
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offers a thorough accounting for how individual sirgjepices emerge from a constellation of
subject positions. Stras illustrates how specific vocal charactefsttasbre, portamento,

vibrato, etcd are deeply embedded in historical, social practices as well as how those practices
may be transformed bgdividual creativity. The Boswell sisters claimed access to the sounds of
blackness by way of their Southern roots, yet the sisters muted thekv@ahinasquerade
through "the mask of the southern belle [which] allowed them to restore equilibriaim wit
gracious decorunt®® Meanwhile, musicologists including Naomi André and John Potter have
focused on the changing aesthetics of the voice, noting how performers altered their singing
styles in order to reflect transitioning ideologies of class, nationgander* André, for

example, shows how the register of female voices rose in thdariatenineteenth century as
travestiroles (women performing as male characters) were slowly replaced by the heroié tenor.
Studies such as these provide a rich franr&for thinking through the ways in which musicians
shape and are shaped by the materiality of their voices, and of how those sounds resonate
throughout the body politic.

Ethnomusicologists in particular have long been interested in what Alan Merriam
identified as "the possible correlation of vocal quality with other aspects of human beRavior."
While we should dismiss the idea of a strict correlation existing between vocal quality and
human activity (a correlation explored later by Alan Lomax in hisoaraatrics project), | would

argue that Merriam's broader point regarding singing styles and meaning should be taken

%0 stras"White Face, Black Voicg 248.

31 John Potteryocal Authority: Singing Style and Ideolo@yambridge: Cambridge University
Press, 1998), and Naomi Adele Andvéjcing Gender: Castrati, Travesti, and the Second
Woman in EarlyNineteenthCentuy Italian Opera(Bloomington: Indiana University Press,
2006).

%2 André, Voicing Gender95s.

33 Alan Merriam,Anthropology of Music(Chicago: Northwestern University Press, 1964), 107.
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seriously** Merriam continues, "As there are specific kinds of physical behavior concerned with
the manipulation of voice and instrumentgrthalso seem to be characteristic bodily attitudes,
postures, and tensions, and it is possible that such bodily characteristics can be correlated with
other behavioral elements to reveal significant facts about music makidgrtiam's use of the
langua@ of behavioral science notwithstanding, my work here seeks to understand more fully
the ways that singing practices shape and are shaped by bodies and human activity. What
conclusions, for example, can we draw between vocal quality and bodily componthent

read through ideologies of race, gender, class, and sexuality?

What | am after is an understanding of singing as a technique of the body, what the
French anthropologist Marcel Mauss referred to in the 1934 as "gbsggotesociological
assemblagesf series of actions" grounded thoroughly in local histories and pratiitetheir
call for a vocal anthropology, Feld, Fox, Samuels, Porcello have helped to shed light on the
performative aspects of vocal utterance, noting the voice's role in mediatimgen, as Fox
argues, selfhood and personhood, identity and subjectivity; or, as Feld, et al, argue, how the
"body social éis enunci HS$imidgis, intheawords of Amthooyu gh t he

Seeger, "a creative activity" that allows for critiesaluations of the Self through individual and

% See Alan Lomayx, "Folk Song Styledterican Anthropologisil (Decembr 1959): 927954,
and Alan LomaxCantometrics: An Approach to the Anthropology of M(Bierkeley:

University of California Press, 1976). As Richard Middleton has noted, cantometrics' reliance on
strict homologies between vocal practices and socialtateiassumes a certain level of
homogeneity within societies, which simply doesn't exist. See Richard Midd&itatying
Popular Musig(Milton Keynes: Open University Press, 1990), -1460.

% Merriam, Anthropology of Musicl108. John Blacking would take such an approach with his
notion of "soundly organized humanity" How Musical is Man?Seattle: University of
Washington Press, 1973).

3¢ Marcel Mauss, "Techniques of the Bodiyp'Incorporations ed. by Jonathan Crary and
Sanford Kwinter, 455477 (New York: Zone, 199285.

37 Steven Feld, et al, "Vocal Anthropology: From the Music of Language to the Language of
Song," inA Companion to Linguistic Anthropolagd.by Alessandro DurantB21-345
(Malden,MA: Blackwell Publishing, 2004) Fox,Real Country
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communal performance and for establishing, maintaining, and challenging social relatidhships.
In Why Suyé Sing: A Musical Anthropology of an Amazonian PeBpkger posits singing as a
site of liminality for members of the Suya community to explore and "experiment" with not only
new performance practices but also with ways for inhabiting new social roles within the
community.

Harris Berger and Giovanna Del Negro, drawing on the work of folklorist Richard
Bauman, foreground the relationship between performances and audiences, nothing that "the
aesthetics of performance are tightly bound up with the issue of refledlivibe performer's
awareness of hiror herself as a participant in an interaction, hisersignaling of this
awareness, and the reciprocal phenomena experience by the autfi@srger's and Del
Negro's framework rightfully takes into consideration the importance of the fact that musicians
generally perform for audiences and that audiemeastions to the performance necessarily
affect how the performer approaches his or her art. Likewise, Alexander Dent's work on country
music in rural Brazil urges us to consider how "participants must make use of structures of
voicing grounded in locallinstantiated horizons of communicative practit&These local
practices, as Dent makes clear, are in continuous states of negotiation as broader social forces
(migration and immigration, industrialization, global capitalism, and so on) pervade and shape

local musicians' and performers' understanding of how, precisely, constitutes their audience.

38 Anthony SeegeiVhy Suya Sing: a Musical Anthropology of an AmazoniopE

(Cambridge: Cambridge University Press, 1987).

% Harris M. Berger and Giovanna P. Del Negro. "Bauman's Verbal Art and the Social
Organization of Atention: The Role of Reflexivitynithe Aesthetics of Performantdhe

Journal of American Folklor&15, no. 455 (2002K3. See also Richard Bauman, "Verbal Art as
Performance,American Anthropologist7, no. 2 (1975)290-311.

0 Dent, River of Tearsl3.
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But what of the actual vocal practices that people make use of in situating themselves
within soundlyorganized worlds? What can a thorough examination of #xipe of singing
teach us about how subjects come into being through song? What can listening to the learning
process of singei® the ways in which their voices change over tingeach us about the ways
in which subject positions transform in resporessltifting ideological formations? My work
builds upon that of Matthew Rahaim, who has recently explored the connections between singing
and gesture in Hindustani music. Rahaim's work makes us aware not only of how "the
disciplined disposition of a partitar singer's musicking bodyy' what he calls the paramparic
body of Hindustani musié but also of how the relationship between voice and corporeal
discipline changes over tinffeRahaim's work has much to offer those seeking to understand
better how singig and bodily movements correspond within particular social ideologies, but |
worry that his focus on the "musicking body" leaves little room for understanding how the
practices we learn and embody through song affect our physical dispositions on anyeveryda
level. Do we not, for example, use the techniques absorbed through singing and musical
performance in othhanodes of living? Kelly Askevextends Bauman's audiercentered
approach to the realm of the everyday to considertaavab musicians in Tanzaniereated a
"politics of performance” that served as the basis for grassroots political movement during the
nation's transition from a socialist to democratic stafane Sugarman meanwhile, drawing on
Bourdieu's practickased approach to the connectibesveen performance and social structure,
urges ethnomusicologists to consider "the ways that the actions of individuals implicate them in

continual renegotiations, not only of their musical practices, but also of the relations of power

“1 Matthew RahaimMusicking Bodies: Gesture and Voice in Hindustani M(isiicidletown,
CT: Wesleyan University Press, 2012), 8.

“2Kelly M. Askew, Performing the Nation: Swahili Music and Cultural Politics in Tanzania
(Chicago: University of Chicago Fg, 2002).
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that organize thesociety.** For Sugarman, as for Seeger and Askew, singing is not merely an
aestheticized means of representing one's relationship to social worlds but is, instead, an integral
form of "constituting those world$®

Vocal materiality shapes, in other woya®t just our understanding of musical meaning
but actively participates in the corporeal construction of sociopolitical ideologies. As Nina Sun
Eidsheim has argued with respect to the embodiment of vocal timbre, "both body and timbre are
shaped by uncoo®us and conscious training practices that function as repositories for cultural
attitudes toward gender, class, race, and sexudli9r: as Amanda Weidman puts it, "how [do]
people come to let certain sounds speak andfsirthem."® It is in this waythat a study of
vocal anthropology has perhaps the strongest resonance, for the social's ability to speak through
our bodies relies on our being deeply enmeshed in a sounded world; timbres, accents, tempos,
pitch, and all of the constitutive aspects cdagng and singing shape not just our understanding
of the world around us, but shape the very fibers of our being, both physically and cognitively.

We mimic and mirror the vocal sounds around us. Some, if not most, of this occurs without our

thinking abou it. But we should not dismiss our ability to mold our own voices to suit our needs.

3 Jane C. SugarmaBngendering Song: Singing and Subjectivity at Prespa Albanian Weddings
(Chicago: University of Chicago Press, 1997), 27.

“*4 SugarmanEngenderingSong 27.

> Eidsheim, "Synthesizing Ra¢el1-12. For a discussion of how male voices, and masculinity,
are typically heard as nonperformative and natural, see lan Biddle and Freya-lamsan
"Introduction: Oh Boy! Making Masculinity in Popular Music,"@h Boy! Masculinities and
Popular Musi¢ ed.by Freya Jarmaivens, 217, (New York: Routledge, 2007).

¢ AmandaWeidman,Singing the Classical, Voicing the Modeffhe Postcolonial Politics of

Music in South IndigDurham: Duke University Press, 2006Y. Emphasis in original.
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Chapter Summaries

This dissertation serves as an interveniroscholarship on the voice and singing by
focusing on the voice's malleability and its employment by singers for the purpose of social
critique; that is, | seek an understanding of how and why singers adopt particular vocal styles to
"sing for them" througleareful listening to and analysis of their performances. Whereas
Eidsheim, Weidman, and others have brilliantly challenged the comrhetdybelief that the
voice reveals the "truth" of the body, | ask how U.S. singers at the turn of the twentieth century
both embraced and challenged such a view through the manipulation of their vocal material for
the purposes of social change, economic gain, and individual expression. Such an approach
addresses the tensions at work between an understanding of the veieeating individual or
cultural truths versus the vocal masquerades performed by singers, and between notions of
anatomical determinism versus vocal play.

| begin by exploring the development of theories that posited a direct correlation between
racialphysiology and vocal performandghapter Two examines the role of scientific research
on vocal mechanics in the founding of anthropology in the late nineteenth cenatiiigd to
understandings of the voice as expressing aurally physiological, rdtgaédce After the
invention of the laryngoscope by Manuel Garcia Il in 1854, a modern field of vocal science
emerged that attempted to explain the vocal mechanics of singing through physical and auditory
observation. Physical anthropologists workinghe hew institutions of anthropology in France
and Great Britain conducted the majority of this research, thus binding vocal expression to
notions of physical and cultural racial difference that continue to inform how we hear and
understand the connectiobstween voices and racialized bodies. Through their research,

nineteentkcentury scientists and anthropologists claimed that one could literafiyhe
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evolution of humankind by listening carefully to the speech and singing of the world's peoples.
This chapter traces the circulation of ideas on racialized voices in nineteentiny medical

and anthropological literature in order to gain a better understanding of the assumed connections
between race and voice that would dominate vocal discourse in lpénesntieth century.

Chapter Three discusses how singing instructors, music critics, and others interested in
the physiological mechanics of singing employed the evidence and theories of vocal science to
develop pedagogical methods for attaining a badwtocal singing tone. Known as the voice
culture movement, singing instructors, physiologists, elocutionists, music instructors, and critics
sought to inaugurate a national vocal school that would surpass the traditions of Germany,
France, and Great Baiih by basing pedagogical practices on scientific empiricism. Here, | focus
on how a beautiful tone, one based in Western classical singing practices, was embodied through
vocal pedagogy and how, in turn, the performance of that aesthetic was meant stucherts
into idealized national subjects. This national voice, however, was restricted to those who were
biologically and culturally capable of embodying these vocal principles; thus, | show how the
vocal tone promoted in these texts was meant to sotaadly white body by discussing the
ways in which voice culture authors differentiated their practices from those of thWesiarn
European immigrants whose voices were becoming increasingly audible throughout the national
soundscape. For this chaptedraw upon the more than 150 voice culture texts published
between 1880 and 1920 to show how a representative voice was imagined and embodied by
professional, amateur, and student singers.

Chapter Four focuses on the vocal performances of Egbert ABstiti Williams, a
black vaudeville performer born in the Bahamas who spent the majority of his career performing

as a caricatured African American from the blackface minstrelsy tradition. Though Williams
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often referred to how foreign African America washim, noting the amount of observation and
practice involved in creating his stage persona, his voice was heard by white and black audiences
alike as, in one contemporary critic's words, "the racial type itSelideed, Williams and the

rest of the blek vaudeville community claimed black musicality (vocal soulfulness, rhythmic
physicality, etc.) as natural extensions of black bodies in order to market their musical products
to a nation fascinated with the sounds of black mosking even as their perimances (which
continued to draw on the traditions of blackface minstrelsy) reinforced white stereotypes of black
social inferiority. To that end, | place Williams's performance against the backdrop of a
burgeoning African American urban modernity thasvaitempting to create new ways of

inhabiting blackness via musical performance while confronting the legacies and memories of
chattel slavery, racial violence, and social inequality. Through deep listenings to Williams's
recorded output and close reading$is writings as well as those by the community of black
performers with whom he worked, | argue that Williams's vocal performances provided new
avenues for black subjectivity in the United States that both challenged and confirmed the
nation's racialdntasies of black musical bodies.

Chapter Five focuses on the singer Vernon Dalhart, a classically trained performer from
Texas who, after moderate success performing light operatic works in New Y-adgpted his
Southern accent in order to capital@ethe burgeoning market for-salled ‘oldtime music.’

Dalhart used many voices throughout his career, altering his accent at times notjust mid
performance, but midentence, and it is partly for this reason why he has been disparaged within
country mug writings. Drawing on his southern heritage and classical training, Dalhart

positioned himself as possessing the natural ability to sing opera, black music, and the songs of

7 Jessie FausetfThe Symbolism of Bert Williams,The Crisis24, no. 1 (1922)15.



23

the rural, white folk. As a lorgme entertainer performing within the musidustry, Dalhart

was able to exploit the opportunities made available through the expansion of the popular music
marketplace and the growing music recording industry. Here, | listen carefully to Dalhart's
performances and the vocal tactics he employedderdo understand how he was able to

market himself as an authentic purveyor of these seemdigarate styles.

Certainly there are many other singers besides Vernon Dalhart and Bert Williams whose
voices are worthy of close listening and whose perfonesa provide an entryway into
understanding the rich history of singing and social critique in the United States. | have selected
these two voices for further analysis for several reasons. First, both singers recorded extensively
in their respective genr@ver a number of years, and thus both prottdeopportunityto listen
for how a singer developsrer a long caredris or her performance style. Second, Dalhart and
Williams representhetwo forms of commercial music that were most explicitly tieddbams
of racial difference: country artdack music. Though Williams's recorded output occurred prior
to the naming of "race records" as a commercial category, he performed in a number of genres
defined by their racial origins, including blues, jazz,iragt and coon songs. Finally, both
Dalhart and Williams were extremely popular singers whose careers wemoagthentedn
the popular pressn interviews and articles, boWilliams and Dalharspoke extensively about
their vocal development and trangi and addressed directly their reasons for why they adopted
their particular singing styles.

By adapting their vocal practices to the changing soundscape of modern U.S. life, the
singers discussed throughout this dissertation revealed the artificfalibgal naturalness even
as they claimed vocal practices as the inherent expression of their lived experiences. Singers in

the Western elite tradition altered their voices as a means to embody national artistic and racial
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superiority while claiming that #se practices were empirically grounded in the natural laws of
science. Bert Williams, meanwhile, assumed the vocal styles of blackface minstrelsy in order to
critique the racial stereotypes of black folk practices even as he asserted the artistic a@portan
of these vocal styles. For Vernon Dalhart, the vocal malleability afforded him by his race and
southern background provided an economic advantage at a time when the marketability of
racialized voices was of critical importance. By listening carefulthése singers discussed in
this dissertation, we can gain a better understanding of the voice'scatiai@al formation and
for how singers alter their voices to sing their position from within this ideological matrix.
* * *

| come to these mattersitpinaturally, or at least, as naturally as the artifice of the voice
allows. That is, my personal experiences have guided my thinking on the social repercussions of
vocal malleability, and these experiences have shaped fundamentally my approach & issues
voice and subjectivity.

| decided to lose my accent at age seventeen. | grew up in a rural, unincorporated area of
central North Carolina called Ossipee, which became an official township of roughly 290 people
in 2002. Ossipee lies in the Piedmontioegof North Carolina, bounded by the foothills of Blue
Ridge Mountains to the west and the coastal region to the east. Vocally, it resides somewhere
between the drawl of the coastal region (think Andy Griffith) and the twang of the mountains
(here, thinkDolly Parton). The Piedmont accent, as such, is relatively neutral when compared to
these neighboring regions, while still retaining much of what one would generally characterize as
"Southern” speech. Yet because of its central location and the pressegeral larger cities
(Greensboro, Chapel Hill, Durham, etc.), you'll frequently encounter a wide variety of accents

among its inhabitants.
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The first time | became fully aware of my voice was during a trip to Chicago at age 11.
I'd vacationed outside oy home state before, but never paid much attention to how those cities
sounded vocally. It was during this trip that | first learned how our voices can betray our outsider
statusd as visitor, tourist. No one particular event stands out, but | heardheowords | spoke
sounded different than the accents | heard around me. Certainly | was aware before this trip of
the characteristics of Southern speech: dropping Gs, the dipthongization of vowels, etc., but | had
never truly equated such speech patteritis meologies of class and region. By the time | was
nearing completion of high school, | knew | had no plans to remain in my hometown, nor was |
particularly enamored with the idea of living the rest of my life in North Carolina. So during my
junior yearof high school | began, systematically, to rid myself of my Southern accent. For my
undergraduate years | remained in the South, first attending North Carolina State University and
then the University of North Carolina at Chapel Hill, where | complete@myin music. | then
moved to Newark, New Jersey, where | began my graduate studies in Jazz History and Research
at Rutgers University in 2001. | was 22, and this was my first experience living outside of my
home state. And, perhaps because of the rabaiversity of my fellow students, accents
quickly became a topic of discussion amongst my cohort, especially between myself, Christopher
from Annapolis, Maryland, and Kevin from West Orange, New Jersey.

It was while living in New Jersey that | first exfrenced the dreaded request to repeat my
pronunciations of words, especially those such as "law" that greatly exposed my accent. At first,
such requests were simply annoying, and | would do my best to shrug them off; later, they begin

to feel more like hassment and would generally prompt a series of expletives in response.
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Southern voices in their various guises, and there are faftgn fall into two stereotypes: that

of the genteel Southerner nostalgically mired in traditions or that of the backedngsk. And

at times, particularly when representing the antebellum Southern slave owner, these
characterizations become mutually constitutive. Rarely are Southern voices heard or represented
as simply different, certainly never as neutral, officialaathoritative®® While mockery and

derision are certainly not unique when discussing Southern accents, few accents in the U.S. are
as equated with a lack of education and supposed backwardness as those of the South. It was this
connection, the way my voigedexed a seemingly uneducated background, that prompted my
decision to fully divest myself of my Southern orality. By the end of my time living in New

Jersey and New York, my accent had developed into a rather hodgepodge amalgamation of
regional vocal stigs. Occasionally, my discordant accent caused for some remarkable confusion:
several times, | was asked where overseas | had been raised (most people who asked this first
thought somewhere in Great Britain, which is particularly odd considering | dem'a fritish

accent). My family in North Carolina, meanwhile, has basically disowned me as a Soudherner

at least vocally. | am constantly confronted with remarks about my Northernness, with the

majority of the comments directed solely towards my accent.

“®“As Barabara Johnstone rightly argues, not
everywhere, each Southerner has a repertoire of available ways of being, acting, and sounding,
styles wich he or she can adapt (more or less consciously and more or less freely) to the
situation and the communicative purpose at haBdeéBarbara Johnstone, "Features and Uses of
Southern Style," ifenglish in the Southern United Stated. Stephen J. Nigand Sara L.
Sanders189(Cambridge: Cambridge University Press, 2003).

9 Rosina LippiGreen, for example, notes that praise for public figures from the South is often
accompanied by surprise: "For 37 years, Charles Kuralt has shown us what netwsdan be

0 calm, thoughtful, and perceptiviBeneath that deceptive North Carolina drawl, there's a

crisp intelligencée' Quoted inRosina LippiGreen English with an Accent: Language, Ideology,

and Discrimination in the United Statdsondon: Routledgel997), 210 [emphasis mine].

a
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Each of the subjects | consider in this dissertation (operatic vocal training, Bert
Williams's blackvoice, and Vernon Dalhart's country/hillbilly voice) engaged in vocal tactics for
different reasons: tod oneself of supposedly uncultivated vocal habits, to stage a new type of
black singing that challenged the stereotypes of blackface minstrelsy, and to bring into national
awareness the voices of the downtrodden Southern working class. This is nahsit sgyerson
is always successful at changing his accent, at least not entirely nor consistently. Certainly my
Southerness reveals itself at times: listen to me when I'm fatigued, after a couple of beers, or
when I'm speaking to my parents, and you'itheestiges of my native accent. Thus, while we
can certainly make concentrated efforts to control and to shape our voices, such mastery is never
complete. By listening closely to the voice's materiality, as | do throughout this dissertation, we
can begirto hear more clearly how our lived experiences issues forth through our vocal

performances.
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Chapter Two

Vocal Science, Anthropology, and the Ordering of World Song

Several years ago | examined the larynx of a negro,
known in this city as Charco@lharley, who had a
wonderful compass of voice, which he displayed in
his mode of singing ‘charcoal’ through the streets.
The length of his glottis was fully an inch and a
half, and the pearly white vocal bands fully ene
guarter of an inch wide. About tharse time |
examined a man's larynx, whose vocal cords were
but a little over onédnalf an inch in length. The
man's height was nearly six feet. His voice was
similar to that of an eighyear old girl*

In 1888, a U.S. physician named Thomas Rumbold diedlun an otherwise dry and
unremarkable medical treatise concerning the treatment of diseases of the ear, nose, and throat
the rather curious passage quoted above. Included as part of a general description of the
laryngeal cavity, Rumbold's reference lte glotti of Charcoal Charley and a "man" read almost
as an afterthought. The passage was even set in a smaller typefamtbéinaiseused for the
majority of the treatise, suggesting perhaps its relative unimportance. As an assistant surgeon for

the Unbn Army during the Civil War and later as an established surgeon in St. Louis, Missouri,

Rumbold was hailed for his expertise on issues of the ears, nose, and throat, what is now referred

! Thomas Fraizer Rumbold, M.CPractical Treatise on the Medical, Surgical and Hygienic
Treatment of Catarrhal Diseases of the Nose, Throat, and (SBargouis: Medical Journal
Publishing Company, 1888), 62.
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to as otolaryngolog§ His specialty in vocal hygiene made him adgte of local singers, and he
ultimately summarized his knowledge of vocal care gained over the years through his practice in
the monographThe Hygiene of the Voice, with Twenty Seven lllustratiomslished in 1898.
Throughout his writings, Rumboldilized a simple calculus that directly correlated vocal
performance with anatomical determinism: laryngeal size and vocal cord length governed the
voice's fundamental tone and register. Rumbold's logic relied on a nineteatdiny sciencing

of the voiced and of musical affect, more generallythat increasingly sought physiological

explanations for human musicalitysuch homologies between physiology and voice were

2 John W. LeonardWho's Who in America: A Biographical Dictionary of Notable Living Men
and Women of the United States; 18®®W0(Chicago: Marquis)s. vv. "Rumbold, Thomas
Frazier." Rumbold's son, Frank Meeker, followed a similar trajectory in his cades father.
Frank first established himself as a voice specialist in St. Louis and founded the influential
medical journalThe Laryngoscopen 1896. He then suspended his practice in order to serve in
the SpanistAmerican War, where he reached thekrahCaptain. The two biographical
statements | have found for Frank offer conflicting information regarding whether he served in
Puerto Rico or in the Philippines during the war. $a@en W. LeonardWho's Who in America:

A Biographical Dictionary of Notale Living Men and Women of the United States; 18330
(Chicago: Marquis)who states that Frank served in the Phillipines;Mnd Van Nada, ed.The
Book of Missourians: The Achievements and Personnel of Notable Living Men and Women of
Missouri in theOpening Decade of the Twentieth Cent{@hicago: T.J. Steele, 1906), 2-278,

who claims that Frank served in Puerto Rico.

® Thomas Frazier Rumbol@he Hygiene of the Voice, with Twenty Seven lllustra®hs

Louis: Witt Publishing Company, 1898)ere, Rumbold provides numerous examples of vocal
anthropometry to prove his theory that childhood inflammation of the throat prevented the vocal
folds and larynx from fully developing. In a passage describing a physical examination
remarkably similar to thene quoted above, Rumbold relates his observation of a tsengn
yearold man who stands five feet ten inches in height and who has a tenor voice in speaking and
singing, a "higher pitch of the voice than usual for a man of his stature,” which hesagitlate

an iliness suffered by the patient when he was two years ofla)63Vhile Rumbold does not
correlate vocal anatomy and performance to race in this text, he continues to rely on the
assumption that a person's physical stature determines pitch.

* This was particularly true for the study of music psychology by Carl Stumpf and Richard
Wallaschek in Germany and Austria during the late nineteenth century, a tradition which relied
heavily upon the work of Hermann von Helmholtz. See Amy Graziano and Xildnénson,

"The Influence of Scientific Research on Ninetee@#ntury Musical Thought: The Work of
Richard Wallaschek fhternational Review of the Aesthetics and Sociology of MiT5i00.1

(2006): 1732.
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common in an era when evolutionary sciences relied on anthropometrical measuremeags such
cranial dimensions to classify and to order the supposed levels of morality, intelligence, and
civilization that the races of world were deemed to have achieved.

Today, this passage suggests a fascinating investment on the physician's part with the
relationship between vocal sound, race, and bodily anatomy, and it is precisely this investment
that | want toanalyze While Rumbold's text is an admittedly obscure reference, his conclusion
regarding the strict correlation between laryngeal size and \egater is not. It effectively
captures how scientific theories of human development shaped understandiegeate as
expressive of racial differentewards the end of the nineteenth centudo not mearno
dismiss the gender and sexual implicasiah such thinkindpy focusing on racéboth gender and
sexuality bore heavily on nineteertbntury vocal audition (as they continue to do), and these
social frameworks inform the analysis that | pursue in this chapter. The voices presented here
capturehei r auditords i magination because of the
through the act of vocal emission. Rumbold does not speculate here but instead writes with a
tone of learned authority of the direct correlation between physiologyaad production.

Charley is identified by Rumbold as black due to the sobriquet "Charcoal,” an occupational
moniker, perhaps, that doubles as a racialist, phenotypical designation. His "wonderful compass
of voice" (surely an economic advantage giveroleisupation) stems from the size and health of

his vocal folds, the two small membranes located at the top of the lemiloguially referred to

as the vocal cordsThe "man,” meanwhile, isresumablyvhite, as Rumbold leaves his race
undefined. His voiceounds not just feminine but girlish due to his underdeveloped vocal

anatomy.

> Throughout this chapter, | will usketerm"vocal folds"except when quoting from historical
texts that variously refer to these membranes as "vocal cords" or "vocal bands."
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Ultimately, however, Rumbold's conclusions prove disturbinpeagduceboth men
and their voicego their physiological difference. In the first case, Charley's voicdoreied the
mythologized images and sounds of the African American busker so commonplace in
nineteentkcentury writings on urban black lifdn the second case, the man's voice defied
nature as it failed to correlate to his-geet frame. Charcoal Chayl@nd the "man" described in
this account sounded, in other words, exitrdinary: their voices astonished due to their failure
to sound nineteentbentury normative theories of human development. In this light, Charcoal
Charley's voice sounded the steypats of the suihuman black body according to contemporary
theories of racial evolution and superficial evidence of comparative physio®igsriey's vocal
organs revealed a physamthropological foundation for the nineteestmtury audievisual
logic of African American sigers; in other wordgnatomical excess produced vocal excess. For
the white man, meanwhile, the voice presented itself as a physiological anomaly; it was a sound
materialized in the flesh that seemingly did not belong to the bodyviroich it derived. The
implications of such scientific analysis is the subject that | will pursue in this chapter.

Correlations between evolutionary science and musical performance at this time were
nothing new. As Philip Bohlman, Bennett Zon, Timottgylor and others have noted, music

historians and critics beginning in the r1i80s made frequent use of evolutionary theories to

® The most famous of these stories is the likely apocryphal tale told by Thomas D. "Daddy” Rice
regarding his introductiorotblack singing and dancing styles that he made famous on the
minstrel stage. See Hans NathBan Emmett and the Rise of Early Negro Minstrélidégrman:
University of Oklahoma Press, 1962).

" One need only consider here the egregious conclusions drawithiecbody of Saartjie "Sarah"
Baartman to get a sense of how this logic operated in the nineteenth centufyr 8eample,

Sander L. Gilman, "Black Bodies, White Bodies: Toward an Iconography of Female Sexuality in
Late NineteentfCentury At, Medicine and Literature,"n Race, Writing and Differenced.

Henry Gates, 22261 (Chicago: University of ChicagPress, 1985), and Anne FauSterling,
"Gender, Race, and Nation: The Comparative Anatomy of 'Hottentot' Women in Europe, 1815
1817," inSkin DeepSpirit Strong: The Black Female Body in American Cultace Kimberly
Wallace Sanders, 685 (Ann Arbor: The University of Michigan Press, 2002).
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explain the origins and developments of the world's missegh theories generally relied on a
teleological account of humamusical development that heard contemporary forms of non
Western musical practices as the evolutionary antecedents to Western European art music. Zon
has noted that this belief relied on the theory, promoted by DarwWiharDescent of Man, and
Selectionn Relation to Seand by Herbert Spencer in his essay "On the Origin and Function of
Music," that humanity's first music was song, a proposition supposedly proven by the fact that
most "savages" performed only vocal musior both Spencer and Darwinwas early humans'
physiological response to emotional stimuli thagotmusic's origin. Bohlman, meanwhile, has
discussed how these theories influenced the ontological separation within Western music
scholarship of European and Other musics. For BohlvVastern thinking conceived of
European art music as an abstract-sftrential symbolic order, whikkhey harchonWestern
traditions as the expression of ritual and bodily movertféfor contemporary neVestern
peoples, assumed to be closer to nature and thus more susceptible to psychological incitement,
this placed their music at an earlier stage of evolutionary development and bound their
vocalizations to corporeal expression.

Singing, a musicapracticethoroughly embedded in bodikneastheticsthusauralized
contemporary theories of biological evolutidnis no surprise, then, that physicians and music
scholars would seek answers for the power and mystery of singing thalosgrexamination of

human physiology. Scholarship on Rédfestern musics at the turn of the century was rife with

® Philip V. Bohlman, "Erasure: displacing and misplacing race in twiatientury music
historiography,"m Western Music and Raced. Julie Brown, 23 (Cambridge: Cambridge
University Press2007);Bennett ZonRepresenting NekliVestern Music in Nineteen@entury
Britain (Rochester, NY: University of Rochester Press, 2007)Tamdthy Taylor, Beyond
Exotiasm: Western Music and the Wofldurham: Duke University Press, 2007).

® Zon, Representing NekVestern Music

19Bohlman, "Erasure: Displacing and Misplacing Race."
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allusions to song's bodily provenance. Eric Ames, for example, has shown how early
comparative musicologists made frequent appeals to anaiométaphors in their study of
Western and nekiVestern musics through recording technoldggmes has suggested, rightly,
that "phonography could be imagined and employed as a discursive technique for rendering
evolution audibléd a technique, that is, falissecting 'primitive' songs and rebuilding them into
evolutionary narratives-* My interest here, however, focuses not on the dissection of songs via
technologies of reproduction but rather on the dismembering and physical observation of bodies
and on wiht those bodies could reveal about vocal development, performance, and human
meaningmaking practicedn this way, my argument builds on Jonathan Sterne's discussion of
auscultation and the history of theedical listeningn the early nineteenth centutyAs Sterne
notes of early modern medicine, listening became "a privileged technique of empirical
examination" as the body's sounds regdttie physical condition of the patient. The voice, in
particular, could reveal a patient's "interior physical coowlitby listening attentively to voice's
"acoustic states-*

Comparative vocal science, like phonography auscultatiorprovided scholars with a
static form of ephemeral evidence that afforded the opportunity for deeper and supposedly more
accurate argsis. In other wordsthe singing voice became a sonic artifact scientific object

of study the function and analysis of which could be measured precisely so as to ascertain its

1 See Eric Ames, "The Sound of EvolutioMbddernism/modernit0, no. 2 (2003)297-325.

For a reading of how early sound recording technology disrupted historical understandings of a
real (i.e., performed) and ideal (i.e., abstracted) musical works, understandings which were often
mapped directly onto newestern and Western musics, respetyiveee Alexander Rehding,

"Wax Cylinder Revolutions,The Musical Quarterl8, no. 1 (2005): 12260.

12 Ames, "Sound of Evolution," 299.

13 Jonathan Stern&he Audible Past: Cultural Origins of Sound Reproducf@arham: Duke
University Press, 2003)99136.

4 Sterne The AudiblePast 124
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racialand artistic value. Observations by physicians such as Rumboldusadé recent
anthropological and racial theories concerning human biological development that had in recent
history fundamentally restructured the relationship between the body and the voice. Borrowing
the methodologies of comparative physiology, thatioa of an empirical science of music
confirmed notions of Western musical supremacy by grounding beliefs in aesthetic difference
and artistic progress in scientific materialiShiror a nascent vocal science, the new forms of
knowledge produced by comptve physiology and anthropological theory revolutionized
scholarship on voice and singing by aligning these objects of study with contemporary beliefs in
science as the gateway to universal truth. At the same time, vocal expression provided a
ubiquitous,material example of this new theory of human knowledge.

Why does such an intense interest in the voice, and especially in the voices of non
Western peoples, occur at this moment? This fascination with Others' singing at the turn of the
twentieth century @companied the reorganization of populations, technology, and capital into a
global network of trade and migration driven by a renewed desire for imperial expansion by
Western nation® The increasing contact between Europe and its colonial subjects that
accompanied this expansion rendered the sounds of Others a more ubiquitous presence in
Western cities and imperial metropoles that in turn fueled a palpable anxietyocaér
practices Discussions of neliVestern singing practices became increasingly avialin
European writings and were brought slowly into the regime of European musical analysis. Such

discussions appeared in travel journals, newspaper accounts, and in more academic forums:

1> pamela Potter had discussed the connections between anthropomeeygtgidhende
Musikwissenschagtfocus on measurable qualities such as intervals and scales. Seé Hudter,
concept of ace in German musicédlscourse,"n Western Music and Raoed. Julie Brown, 49
62 (Cambridge: Cambridge University Pre2807.

18 Jan Aart ScholteGlobalization: A Critical IntroductionSecond Edition (New York: Palgrave
Macmillan, 2005), 908.
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scientific journals, anthropological treatises and monograpbsnasic magazines.While
scholars such as Stumpf, Hornbostel, and Alexander Ellis pointed to rhythm or scale
organization as the primary objects of study in this new musical science, vocal quality emerged
again and again throughout the same texts asitttamental marker of difference. Adhering to
an evolutionary matrix that placed nrévestern and Western musics at opposite ends of a
spatiotemporal axis, Western scholars heardWestern singing as evidence of an ancient
soundscape that could be studiedrder to trace musical origins and development.

For some writers (including Rumbold), vocal quality reveaed proved simultaneously
the physiologicallyarrested development of ndMestern peoples. Irtlver words, for vocal
scientists the vocal aprus mustiffer physically among the racesth Western Europeans
supposedly possessing lunggynges and nasal cavitiesf the highest physical form. These
assumed evolutionary advantages allowed Europeans to speak and to sing with clear, ringing
voices The study of voice and song thus took on a specifically anthropological dimension over
the course of the nineteenth century as scientists, philosophers, and music critics attempted to
objectify the study of music's origins, development, and socigtatibn through a focus on the
physical body of a singer. Such theories it should be noted, though popular for a time, were
dismissedy later scientistas the empirical evidence gathered through comparative physiology
failed to support such claimf&Instead, vocal quality became increasingly defined simply as a
sonic index of a singer's, a society's, and, ultimately, a race's cultural progress. But from roughly

the 1850s through the 1870s, the period under consideration in this chapter, physical

17 7on, Representing NokVesern Music 78.

18 See, for example, Lennox Browne and Emil Behiace, Song, and Speech: A Practical
Guide for Singers and Speakers; from the Combined View of Vocal Surgeon and Voice Trainer
(New York: G.P. Putnam's Sons, 1887).
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anttropology's theories of normative physiological evolution held sway when it came to vocal
audition.

To fully comprehend the implications of this vocal sciemee needo pursuea thorough
vetting of the ideologies that have shaped our understandinggefproduction and of the
values that have been embodied through vocal performance. How were bodies "recruited to
testify against themselves," to borrow race and gender historian Sarah Chinn's phrase, through
their vocal sound? How, for instance, did thenowledge produced through vocal dissection and
vivisection (on deceased and live bodies, respectively) affect ninetesmitry scholars'
perception of vocal production and practice? What did the often violent unveiling of larynxes
and vocal folds reveabout the voice as an evolutionary phenomenonRis chapter, |
examine the role played by scientific investigations of vocal physiology in anthropological
literature in order to uncover the centralitytlois research in developing theories of racial
difference.Scientists working within this nascent vocal science sought to discover the
supposedly universal truths of vocal emission, withey could then employ as evidence for
theories of human evolution exploring this history of vocal science, tend for this chapter to
set up the underlying tension explored throughout this dissertation between theories of
anatomical determinism and the voice's malleability as performed by individual artists.

| focus onthe writings of thre&ey theorists of vaa sciencevhose ideas helped shaped
scientific and popular understandings of the relationship between the body, race, and vocal

performance. First, | examine the teachings of Manuel Garcia Il and his invention of the

19 sarah ChinnTechnologyand the Logic of American Racism: A Cultural History of the Body
as EvidencéLondon: Continuum, 2007), 7. For Chinn, nineteetghtury bodies were broken
down through racial science into their constituent parts, a process thahtde
hypercorporealiz#' subjects, i.e., physicians fetishized individual features at the expense of
seeing the body as an "integrated whole-193.



37

laryngoscope in 1854. As a performiastructor, and member of tihecadémie des sciencies

Paris, Garcia inaugurated modern vocal science and training, thus placing vocal instruction under
the scope, so to speak, of the medical professional. Next, | consider the writings of the French
physidan and singer Louis\uguste Segond. A student of Garcia, Segond extended his mentor's
vocal philosophies from a concentration on the individual performer to the nation as a whole. |
read Segond's work alongside the reports on vocal physiology produnsehidyers of the

Académieln the last section, | focus on Sir George Duncan Gibb, a British anthropologist
affiliated with the Anthropological Society of London, whose writings on the physical evolution

of vocal anatomy most directly tied racial sciencedoal emission. Gibb's work was widely
circulated in scientific and popular presses, eventually making its way into some of the most

foundational texts of evolutionary and anthropological theory of the late nineteenth century.

The Beginnings of Modern Voal Science

The operatic voice, as Gary Tomlinson has argued, "has supplied for the elite societies of
early modern and modern Europe a potent experience of a metaphysics as well as of a physics, of
an immaterial as well as of a material wori®peraticsinging, and song more generally, is
conceived of herby Tomlinsonas a bridge between the quotidian and the imagined, between
our everyday enunciations and a sense of what lies beyond the scope of human knowledge and
understanding. In other words, voigassed in song render audible a sense of Self and of the
Sel fos place in the world. For Tomlinson song

most central markers of difference between Self and Other in terms of demarcating racial and

20 Gary TomlinsonMetaphysical Song: An Essay on OpéPainceton: Princeton University
Press, 1999), 4.
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cultural dfference between the Western and +Wwastern world$* While this "metaphysical

song," to borrow Tomlinson's apt phrase, provided new ways of thinking about modern Europe's
place in the world, it also gave rise to a new fascination with the voice asharbadifestation.

For physicians, philosophers, and music scholars pursuing work on the voice in-the lati
nineteenth centuries, the voice bridged the material and the immaterial, the physical and the
metaphysical. The new vocalizations resonatimgughout European urban centers and colonial
outposts raised the critical question of just how these powerful sounds were being produced.
How was it that an ordinary, physical phenomenon such as singing could suggest pathways to
"supersensible realitiesgds Tomlinson puts it?

That a scientific interest in vocal production would accompany the-taraje, global
transformations of the late nineteenth century should come as little surprise. Indeed, throughout
modernity aesthetic shifts in singing haverppted intense scientific scrutiny on the
physiological processes of vocality. With the development of each new vocal style, scholars
sought to explain the 6émysteryo6d amystergpw t he vo
because t he voi ccenbealedibehinchskim cadilage, avd enusele. While the
history of physiological examinations of vocal production dates back at least to the Greek
philosopher Galen's dissections of the larynx in the second century CE, it was not until the turn
of the seenteenth century that extensive studies of the vocal tract were published. In a
confluence of events that can be no coincidence, four Italian physicians conducted anatomical
studies of the voice around 1600, just as opera was coalescing into a formal'genoé these

physicians, Hieronymus Fabricius (158819) and Julius Casserius (154&16) conducted

2 Tomlinson has expred these themes more thoroughl§Tire Singing of the New World:
Indigenous Voice in the Era of European Confli€ambridge: Cambridge University Press,
2007).
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extensive studies of the larynx in order to understand more fully where the voice originated

within the body and the general process of vocaliz&fidost at the moment when the voice

began to escape rationalization through operatic performance, physicians and others interested in
vocal physiology attempted to wrestle the voice back into its fleshy origins.

We can think of this modern interest in thecg corporeal origins as a medical form of
what Michel Chion calls disacousmatizatidnthe act of (re)tying the voice to its source, here
taken as the physical bodyIin Mladen Dolar's reading of Chion framVoice and Nothing
More, disacousmatization\ahys fails to reveal the voice's true origin, not because the source
remains unknown but, quoting Dolar, "rather, [the voice] appears in the void from which it is
supposed to stem but which it does not fit, an effect without a proper Ca@gsiologicaly
speaking, the voice long presented an enigma for scientists: while the voice's physiology was
known, the function of each anatomical component (the larynx, glottis, pharynx, and so forth)
during emission remained a mystery. Somehow the voice was ptbditbén a "void” (here,
literally figured as the glottis), but the mechanics remained concealed. The medicalization of the
voice that took place beginning in the seventeenth century and continuing through the
nineteenthand early twentieth centuries, theriod under consideration here, attempted to
account for the voice's excess, its "surplus of the body" (to quote Dolar, again), by binding the
metaphysical miraculousness of the voice to the biological Bo8gience, it was hoped, would
provide rationglmaterial explanations for the voice's "effects," i.e., its metaphysical abilities and

powers. At this same moment, bodies themselves were being reconfigured around new theories

22 philip A. Duey,Bel Canto in Its Golden Age: A Study of Its Teaching Con¢iiets York:
Da Capo Press, 1980 [1951]), 15.

23 Michel Chion,The Voice in Cinem@ew York: Columbia University Press, 1999).

24 Mladen DolarA Voice and Nothing MoréCambridge, MA: The MIT Press, 2006), 70.
%5 Dolar, A Voice and Nothindylore, 71.
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of racial science that sought rational explanations for human variatiorcdriflsence of vocal
and racial science would produce normative theories of racial and vocal evolution that would
connect the vocal excesses heard throughout modern Eurdipe exotic timbres and vigorous
displays of range and volume commonly associaté tiwe proletariat and the colonizéd to
the supposed corporeal excesses explained by evolutionary theory.

These questions of vocal physiology continued to be addressed throughout the eighteenth
and nineteenth centuries, with increasing attention divéine minute details involved in
producing a superior tone with the Western art tradition. In 1&dtbine Ferrein (a
contemporary of the castrati Senesino and Farinelli) published the first comprehensive treatise on
vocal anatomy, providing a more coref# picture of the vocal trattLike his predecessors,
Ferrein worked exclusively with the cadavers of humans and animals, and as such could only
hypothesize about the actual physiological process of singing during the act of vocal emission.
Ferrein chrigened the lips of the glottis tlwerdes vocaland theorized correctly that these
membranes vibrated like strings during phonation. In his work, Ferrein posited that the folds
alone were crucial for producing beautiful singing, defined at the time gistaflexible tone
inspired by the golden age of castrato singingw@ét he deemedntrained voices, meanwhile,
he wrote, fAstreet singers in Paris and chor al

by means of the invisible cords, dutas can be observed externally by their néckalso by

®Fer r ei n6-4769) anfl eritifgslwei@ 8ontemporaneous with the golden age of castrato
singing. As Bonnie Gordon notes, seventeenthnt ur y audi tors fdAexperien
kind of human machine, a variation among other wondrous objectsait®atechnological
attempts to manipul ate and supplement natur al
Me et s t h &@heOpem@uagerly7, no. 1 (2011)95. Here, again, we see how

physiological interest parallels developmentsiimging styes
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use of the other parts of the larx 2’ While limited to external observation, an issue that would
be solved roughly one hundred years | ater, Fe
beautiful singing to specific physiological movements. Here, the careful manipulation of the
vocal folds are responsible for beautiful tones, while movement by any other part of the larynx
explains the uncultivated sound of street singers and other untrained vocalists.

The case of Gilbeitttouis Duprez in the early nineteenth century provides the best
example of how the material power of singing prompted intense scrutiny of vocal production.
Duprez is most commonly (though probably inaccurately) remembered today as the first tenor to
perform a chestoice high C, which he accomplished while performind\a®ld in Rossini's
Guillaume Tellat the Paris Opéra in 1837. Two French physiologists, ChHadekDiday and
Joseph Pétrequin, determined to solve the mystery of this new expression of male vocal prowess,
attended several performances in order to éxplaw Duprez was producing this sound. In his
study of Duprez's reception and the physiological explanations given for the singers' vocal
abilities, Gregory Bloch has called this new
vocality challenged mvailing understandings of vocal production for scientists and that was, for
the elite music audience, "a practice deleterious to art and dangerous for singers [that] must be
contained, managed, kept under contfdIThis powerful, unruly voice threaten&aditional
singing practices n several | evel s. Fi nendred fdzadsupeed,0 s | n a
seemingly overnight, the preference for the light, flexible tenor singers bétloantotradition

that had dominated opera since its incapti®econd, while composers continued to write for and

2" Quoted in Michael ChanaMusica Practica: the Social practice of Western music from
Gregorian Chant to PostmodernisfiiNew York: Verso, 1994)91; his translation.

28 Gregory W. Bloch, "The Pathological Voice of Gilb&duis Duprez,'Cambridge Opra

Journall9, no. 1 (2007)15. As Bloch notes, Duprez was most likely not the first tenor to

perform this feat, yet it was his performance that caught the attention of scientists and instigated
the call for increased attention to the physiology of vpiaeluction.
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to prefer this sound, audiences were enthral]l
this new sound eventually lead to its regular inclusion on the operatic stage. Finally this new,

robust sounahallenged the notion of a natural link between voice and body; in other words, the
voiceds range, power, and timbre were not dep
instead aesthetic decisions and the result of a particular synchronizatienvotal tract. Yet

Diday and Petrequinds exploration of this new
body and voice by arguing for its basis in scientific rationale, thereby naturalizing this seemingly
abnormal sound.

It was into thisdebate that Manuel Patricio Rodriguez Garcia entered upon taking up his
physiological study of the voice. Perhaps better known today as the inventor of the laryngoscope
(1854), Garcia was one of the foremost vocal instructors of his time, and he wast trecéil
pedagogue to utilize physiological study in his pedagogical methods. Garcia was born 17 March
1805 in Zafra, Spain, to a highly musical fanfiyHis father, Manuel Vicente del Popolo Garcia,
was a vocal instructor, composer, and tenor best krfiomims performances as Otello and Don
Giovanni®®*Ga r c 2 a onere the celebmtedsvocalidtaria Malibran feeFelicita and
Garcia IlI's first student) and Pauline Viardot¢Michelle Ferdinande Pauline). The younger
Garcia, a baritone, debuted agdfo inThe Barber of Sevillen 1825 as part of a family tour to
the United States. After suffering damage to his voice while attempting to perform his father's
tenor roles, Garcia returned to France to continue his vocal studies. His short careatedimin

in an unsuccessful debut in Paris as Figaro, and he retired from singing in 1829 in order to

29 M. Sterling MackinlayGarcia: The Centenarian and His Tim@gew York: Da Capo Press,
1976), 13.

%0 For more on the elder Garcia's life, see James Radaweskijel Garcia (1778.832):
Chronicle of the Life of Ael cantoTenor at the Dawn dRomanticisn{Oxford: Oxford
University Press, 2000).



43

concentrate on teachifgThe following year, Garcia joined the French army and took part in
the expedition against Algiers in North Africa. At this time, trfé®nch military physicians
received their training at tHecole de Médecinavhich was closely connected in membership
and ideology with th&ociété d'anthropologie de Padsd theSociété Ethnologique de Parfs
After training at theEcole physiciansvere expected to administer to the health of French troops
as well as to conduct research and examinations on the local populace of Egypt and*Algiers.
Upon his return to Paris, Garcia began hidepth studies of vocal physiology at military
hospitals®

Garcia presented his initial findings on vocal production in a paperMieadoire sur la
voix humaindo theAcadémie des scienciesNovember 1840, which was reported on in the
academy's journal the following ye&n this initial study, Garcia intduced his theory
regarding the use of thienbre clair (or voix blanchethe traditional, light operatic timbre) and
thetimbre sombréDuprez's darker, more powerful timbre) in the chest voice and the falsetto.
Garcia's findings departed drastically frtme paper presented several months earlier by Diday
and Petrequin, who believed that thiebre sombreould only be used with the chest voice.

Garcia focused primarily on the position of the larynx, noting how little it moved when utilizing

31 Mackinlay, Garcia, 91.

32 John P. Jackson, Jr., and Nadine M. WeidrRame, Racism, and Science: Social Impact and
Interaction(New Brunswick, NJ: Rutgers University Press, 2006)484

¥ See Patri@ M. E. Lorcin, "Imperialism, Colonial Identity, and Race in Algeria, 18800,"

in Science, race, and ethnicity: readings from Isis and QgdsJohn P. Jackso373405
(Chicago: Universityf Chicago Press, 2002)

%4 Mackinlay, Garcia, 98-99.

% "Physiologie.d Description des produits du phonateur humain; par M. M. GaGampte
Rendu des Séances de I'Académie des Scighcas. 20(1840): 815816; '"Physiologie 8
Rapport sur le Mémoire sur la voix humaine, présenté a I'Académie des Scientésyipauel
Garcig" Compte Rendu des Séances de I'Académie des Sdenoes 151841): 638644
(hereafterRappor}. A translation of the report dBarcia's presentation is included in Manuel
Garcia,A Complete Treatise on the Art of Singing: Part Gedited and translated by Donald V.
Paschk€New York: Da Capo Press, 198#ereafterGarcia Treatise



44

thetimbre sorbre as opposed to thembre clair.>** Where Diday and Petrequin relied
exclusively on observing Duprez from a distance, Garcia proved his findings by having vocalists
perform the same note using both timbral methods and observing the relative positen of th
larynx by followings its movement with a finger placed against the singer's throat.

Garcia's brief overview of vocal physiology became the foundation for the first volume of
his Traité complet sur I'Art du Chaifbhereafter;Traité) published in 1841n his treatise, Garcia
provided a general overview of vocal physiology and explained the function of each anatomical
component. He also warned against excessive loudness and screaming, as the human voice was
the fAmost delicate agad’ Mokt Bnpamanstd devielopmgd beamitiul o f  t
voice, however, wasamusigdanand a firm physical disposition
respect to the physical condition, we place in the first rank the voice, which should be fresh,
attractive, extasive, and strong; in the second rank the vigor of the constitution, usually matched
to the qualities of the 3%Beaytfuhsinginyiwashthenyeotah av e |
result that could be accomplished by just anyone; it was an ideal algtadmdypto those with the
proper physical attributes.

Garcia's instructions for the training of this idealized voice were precise, indicating the
exact movement and coordination of each anatomical structure (see Figure 1 for a basic overview
of vocal antomy). For example, Garcia stated that

[tlhe purest tone is obtained: (1) by flattening the tongue along its entire length,

(2) by slightly raising the velum, (3) by separating the pillars at their base. Then,
the opening of the larynx is uncovered, amel pharynx reflects the sonorous

% Rapport 642. Generally when singing, as your voices rises in pitch, your larynx rises in your
throat. This is théimbre clair. It is possible, havever, the keep your larynx in a lower position;
this is thetimbre sombrend is what Duprez introduced. The latter allows you to sing in a higher
range while utilizing the power of the chest voice.

3" Garcig Treatise 5.

% Garcia Treatise 1.
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column from the beginning in such a manner as to direct it toward the forward
part of the palate. The voice, being reflected again by that part, which is firm and
near the opening of the mouth, is emitted with riégj4{ and roundnes¥.

Note the anatomical detail and the physiological and acoustic understanding used to explain

voice production in this passage and the coordination necessary on the part of the singer to
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Figure 2.1. Baisc vocal anatom§®

% Garcia,Treatise 37. James Stark notes ti@arcias belief that the pharynx reflects sound was
later proven false; in fact, it dampens low frequencies during vocal emissiolarSesstark,

Bel Canto A History of Vocal Pedagogyoronto: University of Toront®ress, 2003%0.

0 Fromhttp://upload.wikimedia.org/wikipedia/commons/d/d4/1llu01_head_neckljpst
accessed 18 March 2014.



46

produce a tone "ith ring and roundness." Garcia provided similar instructions his edited score

of Assur's aria from MorlacchiBeobaldo ed IsolingSee Figures 2.2 and 2.3). For example, on

the wordcantg Garcia instructed the student to sing with “the phacgmtractd" (indicating
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Figure 2.2. Assur's aria fromTeobaldo ed Esolina
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Figure 2.3. Assur's aria fromTeobaldo ed Esolina

a mellow timbre), then to switch to an "open timbre" ora"allore ra felicg' and ending on a
"rapid appoggiaturé performed with "Bghtly covered notes" (here, indicating that the pharynx
should be slightly closed, directing air away from the nasal cdVijhe ability to control

carefully oneds anat omy,

4 Garcia Traité, Vol. 1|, 238239.
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emotion” (fagal movement, breathing, emotion in the voice, timbre, delivery, intensity, and
vocal alterations), was what Garcéderredto as "the most intimate resources of the skill [of
singing]," all of which were brought within the fold of vocal science throwghfal observation
and analysié?

Garc2abd6s invention of the | aryngoscope in
pedagogy. Finally, observers could actually see the mechanism by which the voice was
physiologically produced. His initial device wdscidedly simple: it consisted of a long handle
upon which were affixed two small mirrors at either end. One end was curved to fit the shape of
the oral cavity; the mirror on the other directed light into the throat and onto the larynx. In
Gar c 2 a owerdst"Ehis bne mugst turn towards the sun, so that the luminous rays, falling on
the small mirror, can be reflected onto the laryfixThe straight end of the handle was then
pl aced against a personds phar ymageofwhet h t he s
| aryngeal cavity. The Al uminous rayso present
physiological apparatus in action. | find it particularly fascinating, however, that this first view
was not the product of laryngoscopy, but rathieauto-laryngoscopythat the inauguration of
vocal science came as the result of-detovery and selfeflection foreshadowed the ways in
which vocal science would be employed later in the century as a means-forelfement, as
| discuss in Chgater 2.

By developing a vocal pedagogy based on new physiological knowledge of voice
production, Garcia restructured the relationship between the voice and the body as one based on

new truths revealed through the founding of laryngoscopy as a scieetdiof study. While

2 Garcia Traité, Vol. |, 143.

*3 fCelui-ci doit se tourner vers le soleil, de facon d@uae les rayons lumineux, tombant sur le

petit mirror, puissant étre reflétés surle largm@ar c2 a, N Observations Phys
Voi x Hu Preceedirys ai the Royal Sociétyno. 13 (1855), 3.
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vocal instructors later in the century disagreed over the depth of physiological knowledge with
which singers should be acquainted, nearly all voice training texts included a brief overview of
vocal anatomy (see chapter 2). Garciateao less than a typology of vocal production in the
Traité, providing detailed instructions for articulation, phrasing, singing styles (recitative, florid,
declamatory, etc.), blending the registers, breathing, and the coordination of physiognomy with
vocal timbre In establishing this modern vocal scienGarcia conceptualizesingingas a
professional endeavdnat could be directed through vigorous training towards the production of
abel cantoaesthetic rather than leaving vocal production to thenglof untrained/oice
instructors His methodology for training each component of the vocal tract (from breathing, to
the emission of the tone in the larynx, to the formation of the timbre in the mouth cavity)
required at least a passing knowledge, thqugfierably more, of vocal physiology for students
and teachers alike. While such knowledge of and attention to vocal physiology was not a new
development in vocal pedagogy, it was Garcia's use of this knowledge in his teachings and
writings that revolutiaized the science of voice production.

Garcia's teachings and careful physiological observaltiishshe foundation fovocal
texts and treatisgaublishedthroughout the rest of the nineteenth century. As the foremost expert
in vocal science, Garcia'sgagogies were widely influential, and his advice on technique and
hygiene were in constant demand. He was credited, for instance, with saving the voice of Jenny
Lind when the soprano began to suffer hoarseness in 1841 from her heavy performance
schedulé” His list of students is a veritable who's who of f@htury vocalists, several of
whom went on to train prominent U.S. singers, including Mathilde Marchesi (mentor to Emma

Eames and Suzanne Adams) and Julius Stockhausen (mentor to Robert Blass and Putnam

4 Mackinlay, Garcia, 139.
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Griswold)*® In keeping with the Italian school preference for agility and lightness of tone,

Garcia's methods emphasized the slow development of the voice in order to properly cultivate an
agile vocal physiology. He argued, for example, that the begimoilcg student should practice

for only five minutes at a time, four or five times a da¥his focus on flexibility was an

obvious component of voice pedagogy, particularly for singers who were called upon to perform

in a variety of styles and settingsutBvhen read against grain of contemporary theories of

human biological and cultural evolution, the importance of a flexible, properly trained voice

begins to mirror the idea of a dynamic Western society that has developed far beyond the vocally
static noAWestern world. This dichotomy would become more pronounced over the next two
decades as new theories of vocal production were presented alongside an increased interest in the

sciencing of Western and naMestern musics in scholarly and popular media.

Vocal Hygiene and the Health of the State

Scientific inquiry into vocal mechanics attempted to unravel the uncanny relationship
between animated flesh and songful metaphysics by attempting to rationalize this mysterious
process while simultaneously moderngithe ability to control and to manage this practice as
well as the meanings produced. The control and management of beczerecritically
importantthroughout the nineteenth century as awareness e¥\Wfestern singing increased
throughout Western saaty. Indeed, the rise of colonial modernity fueled the interest in song and
singing mechanics dle voicebecame increasihgheard as a distinguishing trait of national

subjectivity. NonWestern vocalities posed a serious threat to Western vocal idesltagy

> Macinlay,Garcia, 156; Peter G. DavisThe American Opera Singer: The Lives and
Adventures of America's Great Singers in Opera and Concert, from 1825 to the PKesent
York: Doubleday, 1997

6 Garcia Treatise 9.
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suggested a different metaphysics of cantological meaning as well as a different way of
inhabiting the body. It is no surprise, then, that the same technologies of vocal science mimicked
the intimate surveillance and inspection of Myestern bodis throughout the globe. In tmext
section, | trace the rise of vocal hygiene and the health of the nation through the writings of
scientists associated with tAeadémie des sciencesParis.

Scientific interest in vocal anatomy and production had long been of interest to the
scientific community in France. Albert Cohen in his history of musical research performed by
the Académie des sciencestes that from its founding in 1666 tAeadémits members
regarded research on music as vital to the institution's mi§sihile much of the musical
research undertaken by scientists atAbadémigincluding the first paper to reference music
presented in 1676, focused on the mathematical propeftiegraony, a surprising number of
investigations attended to issues of auditory perception and vocal production. Indeed, some of
the fundamental documents on vocal physiology originatétadémiesponsored research,
including the physiologist Denis Dodar"Mémoire sur les causes de la voix de 'homme, et de
ses différens tons" (1700) on the physical qualities of the human voice and their function in the
voice's expressive qualities; Ferrein's "De la formation de la voix de 'hnomme" (1741), which
focusedon the larynx and vocal cords; and anatomist Frafigaisd Hérissant's comparative
study of animal, bird, and human vocal physiology, "Recherches sur les organes de la voix des
quadrupedes, et de celles des oiseaux" (1753).

By the nineteenth century, vocal physiology became a common and contested topic in the

Académieso much so that a special commission was created in 1837 to oversee research on

*"The entirety of this paragraph relies on the work of CoSerAlbert CohenMusic in the
French Royal Academy of Sciences: A Study in the Evolution of Musical TkBrigbéton:
Princeton University Press, 1981).
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issues of the voice. Competitions were a common means for accelerating resdaghs of

general interest at thcadémiewith committees setting strict time limits and methodological

guidelines to be followed by participafffsThe commission on vocal physiology announced a

competition "des expériences acoustiques et physialegigur le mécanisme de la production

de la voix humaine" ("for acoustic and physiological experiments on the mechanism for the

production of the human voice®jIn 1845, after three unsuccessful attempts at answering the

guestions regarding voice prodwuxctj the commission ended the contest, noting that none of the

competitors had sufficiently explained the mechanics behind vocal expression. This competition

was accompanied by another contest, announced in 1842, requesting research on the comparative

physblogy of human and mammaf3in all, more than ninety reports on the voice were

submitted to the academy between 1835 and 1895, including research on artificial means of

voice production, vocal maladies, acoustics, and the speech of the hearing impaired.
Louis-Auguste Segond's (1811885) research on vocal physiology and voice production

was typical of the work being conducted on the voice aAtaelémie Segond came to renown

through his association with Auguste Comte as both a student of the Frenielispas well as

being his personal physician. Segond also served as librarian tecdleede Médecine de Paris

secretary of th&ociété de Biologjend was a member of Comte's infortable Positive*

Segond, an accomplished musician, studied singith Manuel Garcia in order to understand

8 Maurice CroslandScience Under Control: The French Academy of Sciences; 1786
(Cambridge: @mbridge University Press, 1992), 9.

“9 Babinet, Rapport sur le prix relatif au mécanisme de la production de la voix huthaine
Compte Rendu des Séances de I'Académie des S@6noes 1(01845): 603605.

>0 Duméril, "Rapport sur le prix relatif a ltructure comparée des organes de la,v@rmpte
Rendu des Séances de I'Académie des Sci2dces. 101845): 605607.

*1 Mary Pickering Auguste Comte: An Intellectual Biography, Volumgmbridge:
Cambridge University Press, 2008D4.
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better vocal production from the viewpoint of a perforfifede published one monograph on

vocal hygiene, titledHygiene du chanteur, Influence du chant sur I'économie animale, Causes

principals de l'affaiblisseent de la voix et du développement de certaines maladies chez les

chanteurs; moyens de prévenir ces malaftisgyiene for Singers, Influence of Song on the

Animal Economy, Principle Causes of the Attenuation of the Voice and of the Development of

Certain Dseases in Singers; Means to Prevent these Diseases) in 1846, and his works for the

Académievere later published adémoires pour servir a I'histoire anatomique et physiologique

de la phonatior{fMemoirs on the Anatomical and Physiological History of Plionqin 1849.

While primarily interested in vocal anatomy and production, Segond also held an interest in

cranial science, publishing in 1857 a paper on a more effective method for measuriny skulls.
Segond'$ygiene du Chantewovered much of the sanerritory as Garcia's work, but

provided a more detailed analysis of vocal physiology and produétidiough ostensibly

written for general readershép or, as Segond put itmen foreign to medicin@' he provided

what was surely an overwhelming amouninddrmation for a norscientific audience, from

detailed measurements of the trachea (commonly referred to as the windpipe, i.e., the tube that

connects the back of the mouth to the lungs), to the cubic inches of air required to produce a

good tone (presely 167 cubic inchesy.Segond's comprehensive account of vocal physiology

and production granted his theories an air of authority for both vocal pedagogues and members

of the scientific community. Throughout the work, Segond utilized historic and cooitamp

treatises on vocal physiology, including the work of Garcia to whom the book was dedicated, as

>2F J. Féis, Biographie universelle des Musiciens et Bibliographie générale de la musique
Deuxiéme Edition, Tome Huitieme (Paris: Librairie de Firbilot Freres, 1875), 6.

>3 Frank Spencer, edEcce Homo: An Annotated Bibliographic History of Physical
Anthropolay (New York: Greenwood Press, 1986), 203.

>4 Louis-Auguste Segonddygiéne du ChanteyParis: Labé, 1846).

>> SegondHygiéne du ChanteuB4, 144145.
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well as the literature published by Diday and Petriquin; indeed, entire sections of the text focus
on physiological minutiae such as whether the vocat fuactions more like a reed instrument
or a flute.

As with Garcia, Segond endeavored to bring vocal practice and care under the purview of
the medical professional, but he extended the physician's role from caring for the individual
singer to the natimal body. Segond wrote:

In the grand human family, each member contributes, for his part, to the overall

well-being. Health care is the culmination of all individual tendencies. The

physician, by the nature of his work, through the extent of his knowledge,

contributes the mosb the preservation of the people; as such he occupies a

premier place in this immense socigbyudyingthe general conditions among

which men are placetie formulates hygienic rules for the masses; and then,

examining each persoeach state, each place, he protects the individual against

the particular influences that may inhibit his preservation. It is he who does the

most to maintain welbeing;it is he, therefore, who contributes the most to the

progress of nations and to thefy destiny of governmerns
In order to satisfy such immense responsibilities, Segond believed that physicians sliyuld stu
culture, art, and historiy addition to their medical trainimj.Following the positivistic

philosophy of his mentor Comte, Segl ascribed to the notion that science, not theology nor

philosophy, would explain the natural laws governing humanity's biological and social progress

*6“Dans la grande famille humaine, chaque membre concourt, pour sa part,-atréigénéral.

La santéest le point culminant de toutes les tendances individuelles. Le médecin, par la nature de
ses travaux, par I'étendue de ses connaissances, apporte le plus d'éléments a cette conservation
des peuples; aussi occuibene des premieres places dans cetteemse société. Etudiant les
conditions generales au milieu desquelles les hommes sont placés, il formule des régles
d'hygiene pour les masses; examinant ensuite chaque personne, chaque état, chaque lieu, il
protége l'individu contre les influences partieudis qui peuvent attenter a sa conserva@tast

lui qui fait le plus pour le maintien du bigtre; c'est lui, par consequent, qui contribute le plus

au progress des nations et a la haute destinée des gouvernérSegtsndHygiene du

Chanteur x-xi. Emphasis mine.

> Pickering,Auguste Comte316.
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and ultimately provide the means to control humanity's place within the naturalMoridas
only through careful observation of the masses in their local environments that physicians could
become stalwart protectors of modern society and could thus maintain both individual and social
health.

It is for this reason that Segond invested considerableitiimis text praising the benefits
of exercise and hygiene in his vocal treatise. Segond noted that singers were particularly
susceptible to injury and that, because of the exertion necessary to produce a beautiful tone
capable of filling a large opera hasingers were absolved from any strenuous activity: "Le
chanteur, a cause de la grande activité qu'il donne a cet organe, pourrait presque se dispenser de
mouvement" ("Singers, because of the great activity that [singing] gives the body, could almost
dispense with movement®}.Singers were to avoid any activity that might cause stress to the
lungs, including walking, running, noisy and lively conversations, and reading Qidhdy
were also to be wary of any sudden changes in temperature; Segond rededhrf@nnstance,
that singers wear flannel in order to maintain a consistently warm temperature in tifé ideest.
also advised against the use of astringents for minor ailments ("petites maladies"), though he did
prescribe hot water, rum, tea, or coffee for slight codghs.

This emphasis on vocal health and protection against the "particular influences" on
singerswell-being resonated, on the one hand, with growing concerns over the harmful
consequences of modern, industrial life and, on the other, with French anthropology's heavy

reliance on the theory of acclimatization. Michael Osborne defined acclimatizatiamsethod

*8 peter J. BowlerEvolution: The History of an Ide&5th Anniversary Edition (Berkeley:
University of California Press, 2009), 100.

*9 SegondHygiéne du Chanteyl61.

%0 SegondHygiéne du Chanteyl61-162.

®1 SegondHygiéne du Chanteyf68.

%2 SegondHygiéne du Chanteyl96-197.
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and a process whereby humans exploited the forces of nature, under the guidance of the
principles of science, to assist plants and animals to adapt to new circumstafoes."
evolutionary theorists, acclimatization helped explain the physaabdifferences observed in
the world's population, from skin tone to stature to, as we will see, vocal qlvadityque
Allewaert, meanwhile, has discussed how the "disaggregation” of the body during the
seventeenth and eighteenth centuries was linkdtetsmovement of Angl&Europeans into what
she terms "plantation zones," those spaces where the "economy and political structures [were]
shaped by the plantation form." For Allewaert, "the tropics produced a different materialist
tradition in which the bogl[was] invaded, rendered in parts, and otherwise deranged." Believing
the tropical and subtropical regions of the Americas and Africa to be detrimental teé Anglo
European health, Western intellectuals became increasingly concerned with how the
environmentcompromised bodily and metaphysical integrififIf the environment could cause
such drastic and sudden effects on the body, then cernaicdy emissiorfas a product of the
body)would likewise be affected by issues of climate.

French scientific they had a long interest in such ideas; as William B. Cohen has noted,
French scientists had long believed in a correspondence between social steagitvament,
and human biolog§? Beginning in the nineteenth century, however, the concept of race and
biological studies of racial difference overtook environmental accounts for Africa's differences.
With the founding of th&ociété d'anthropologie de Paiis 1959, the focus on physical traits

was institutionalized in French racial thinking, with physiaéfedence being equated with moral

%3 Michael A. Osbornelature, the Exotic, and the Science of French Colonialism
(Bloomington: Indiana University Press, 1994), 71.

®4 Monique AllewaertAriel's Ecology: Fantations, Personhood, and Colonialism in the
American TropicgMinneapolis: University of Minnesota Press, 2013), 30, 3, 33.

% William B. Cohen,The French Encounter with Africans: White Response to Blacks; 1530
1880(Bloomington: Indiana University Pres1980) xvii.



56

and intellectual difference. For both French settlers and military personnel living in the colonies
as well as those subjects brought back to France, their new environments, it was assumed, would
have immediate physicaffects on their mental and physical wbking. Osborne, for example,
notes that the mortality rate of French settlers in Algeria was substantially higher than the
mortality rate in France, a consequence that French physicians attributed to the warm, humid
environment in Algeria that allowed the transmission of viruses and disease to which the French
colonists had no resistan®Segond prescribed a regimen of vocal hygiene and carefully
monitored exercise in order to protect not just the vocal tract ewdrttire body from the
decaying, degenerative effects of poor training and any "great activity" that might cause an
imbalance in physiological function. Vocal care thus provided the body with the means to adapt
to this new, modern environment.

Much of theresearch on vocal physiology undertaken by scientists &ch@émievas
highly experimental, if not outright grotesqi&ancoisAchille Longet, a physiologist known for
his research on physiology and nerve function, published in 1841 his findings oertes and
muscles of the larynx iRecherches expérimentales sur les Fonctions des Nerfs, des Muscles du
Larynx et sur I'Influence du Nerf accessoire de Willis dans la Phon@Exrerimental research
on the functions of the nerves, the muscles ofdahgk, and the influence of the accessory
nerves of Willis on phonatiorf).Longet's experiment involved performing a tracheotomy on
animal cadavers (dogs, horses and cattle), and then galavanizing (stimulating with electricity)
their laryngeal nerves in @er to stimulate the muscles of the vocal apparatus. Longet discovered

that by applying electricity to the laryngeal nerve before they separated into their internal and

% OsborneThe French Encounter with Africar@s3.

%" FrancoisAchille Longet,Recherches expérimentales sur les Fonctions des Nerfs, des Muscles
du Larynx et sur I'Influence du Nerf accessoire de Willis dans la Phon&aors: Béchet, 18)
http://books.google.fr/books?id=59NEAAAACAAI&NI=fr&pg=PA3#v=0nepage&g&f=false.
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external branches, that the voice became hoarse. A similar experiment was underhMken by
Blandet where, rather than galavanizing the laryngeal muscles, he drew a violin bow over the
vocal cords in order to determine their pitch, producing "screaming sounds": "When we walk the
bow of a violin on the vocal cords exposed by the removal dbghef the larym, we produce
screaming sound$® Blandet then found that a person could still speak with only one vocal cord,
but that severing both resulted in a snoflikg sound fonchug; he discovered this by simply
blowing air through an excisedriynx.

Though diverse in methodologies and focus, the physicians and physical anthropologists
working on issues of voice through the auspices oAttaémieshared a common belief that
vocal qualities and afflictions could be ascribed to specific anasbri@aturesthus rendering
simple the complex mechanics of vocal product®cientists attempted, again and again, to find
simple, direct explanations for vocal timbre, pitch, and volume. For Longet, hoarseness of the
voice could be explained by the fition of the upper laryngeal nerves; Blandet, meanwhile,
sought confirmation of his thesis that the vocal cords and larynx were the central factors in
determining vocal pitch. These researchers were not entirely wrong in their claims, and their
writings advanced what was essentially a nascent field of specialization. It was, rather, the
underlying philosophy that strict correspondences between vocal physiology and voice quality
that would prove most crucial for later anthropologists seeking to explaionnecions
between voice and race. We can see in these experiments the first hints for how the voice would

become an essential characteristic of racial difference.

%8 »Quand on proméne I'archet d'un violon sur les cordes vocales mises & nu par I'ablation du haut

du larynx, on a des sons criardBlandet, "Du rétablissement de la voix s cadavres
humains,"Compte Rendu des Séances de I'Académie des SA8i{t846):502-503.
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Vocal Evolution

With the institutionalization of anthropology in France (whereSbeiété
d'Anthropologiewvas founded in 1859) and Great Britain (home to the Anthropological Society
of London beginning in 1863), evolutionary theory and physical anthropology solidified their
influence over vocal science and music scholarship, more gen&tailfErance, scholars
subjected musical forms to a strict interpretation of the debates within evolutionary theory
between polygenists, who believed that races represented separate human species, and
monogenists, who regarded all races as having one comneestor. As Jann Pasler has noted
in her study of race, music, and nation in France during the Third Republic, music scholars
regularly drew upon evolutionary theory in order to find an essential Frenchness within the
diverse communities bounded togethathin the borders of the natiestate’® While all French
song collectors assumed a direct connection between region and musical sound, monogenists
insisted that the variations captured in transcription provided evidence of the republic's cultural
evolution from a single origin into musically diverse communities. Polygenists, on the other
hand, sought the "purest" version of a song in order to discover the essential Frenchness of the
nation's sound.

While never occupying as central a role in physicalrapiblogy as other comparative
anatomical studies, it is remarkable how ofsethors referenceocal physiology in some of the

most foundational documents of this period. The voice resbttat@ughout this literature as an

% Elizabeth A. Williams, "Anthropological Institutions in Nineteei@entury Francg in

Science, race, and ethnicity: readings from Isis and Q&dsJohrP. Jackson(hicago:

University of Chicago Press, 2002B3,and Joy Dorothy HarveyRaces specified, evolution
transformed: the social context of scientific debates originating in the Société d'Anthropologie de
Paris, 18591902" (PhD diss, HarvartUniversity, 1983)12-16.

9 JannPasler, "Race and Nation: Musicat@imatisation and theansons populaireis Third

Republic France,'n Western Music and Raced. Julie Brown, 147167 Cambridge:

Cambridge University Presg007)
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everpresent, and seemingly selvident, marker of difference that could testify against the body
when other evidence failed to substantiate claims of racial distinction. One of the more
remarkable examples appears in the inaugural address to the Anthropological Society of London
in 1863, "The Negro's Place in Nature," by the society:focmder and first President James

Hunt.”* Before forming the Society, Hunt practiced what we would now call speech pathology
and authored several books on public speaker and stuttering. His majoMaatal of the

Philosophy of Voice and Speech, Especially in Relation to the English Language and the Art of
Public Speakingattended to the same ontological concerns over the voice as those pursued by
Segond and Garcia but tied these questions regar@dingite's production and meaning more
directly to issues of physical anthropology. His text provided an overview of vocal physiology
and, as indicated by the work's title, attempted to construct an overarching philosophy of vocal
emission based on empiricabservation. His theory of language development, for example,

rested on the belief that even a child's cry contained semantic meaning, which could be gleamed
from interpreting the cries of adults in pain. Here, Hunt refered tmimmomyof human cries

developedy Colombat, who attempted to connect the specific tones of vocal exclamations to

"1 James HunfThe Negro's Place in Nature: A Paper Read Before the London Anthropological
Society(New York: Van Evrie, Horton & Co., 1864), 18lthough the Society was only in
existence for eight years before being subsumed b&rtieopological Institute of Great Britain
and Irelandn 1871, its drive to combine racial science with politics greatly impacted public
discourse surrounding Great Britain's missionary goals in their colonial holdings. Hunt formed
the Society after disagreements with members of the Ethnol@&@pcadty of London over how

to visually represent Africans in that society's publications. Hunt, ever committed to notions of
essential racial difference, felt that the engravings published by the Ethnological Society
displayed Africans as too similar indieires to Europeans. See Ronald Rainger, "Race, Politics,
and Science: The Anthropological Society of London in the 1880stdrian Studie®2, no. 1
(1978): 5270 for Hunt's biography and a history of the Anthropological Society.
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emotional or affective states including, oddly, "the cry caused by the application of the actual

cautery, or from burning” (Fig. 2.45.

Colombat’s Notation of Various Cries.
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No. 1. Expresses the cry caused by the application of the
actual cautery, or from burning,

No. 2. The cry from the application of the knife in surgical
operations.

No. 3. The cry proceeding from violent emotion.
No. 4. The cry caused by sudden danger.

No. 5. The cry in parturition.

No. 6. The cry of joy.

Figure 2.4. From Hunt's Manual of the Philosophy of Voice and Speet859)
Throughout thévlanual Hunt relied on such strict applications of physical
anthropology's methodologies and insights in order to argue for "natural” vocal perforfances.

For example, Hunt provided dategarding the average weight of the lungs and average length of

2 James HuntVianual ofthe Philosophy of Voice and Speech, Especially in Relation to the
English Language and the Art of Public SpeaKingndon: Longman, Brown, Green,

Longmans, an®Roberts, Paternoster Row, 1859), 127.

3 Hunt also includedhi this text a chapter titledyentiloquism and Speaking Machines," which
covered such vocal contraptionsdes SprechiMaschineg(the Speakingvlachine), constructed by
Wolfgang von Kempelen. As Mladen Dolar notes, the machine's "main attraction was the enigma
of how something so utterly ndhuman could produce human effec8ee DolaryVoice and

Nothing More 9. We might read Hunt's inclusion of Kempelen's Spealvtarhine as a nod to
science's ability to constructsaientifically-pure voice, one devoid of human imperfections that
could ke studied repeatedly, whereas extensive physical examinations of living human subjects
proved difficult considering the invasiveness of laryngoscopy.
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the vocal folds for women, men, and children. He noted a direct correlation between height and
lung capacity in men, and went so far as to suggest that lung capacity could be estimated by
simply measuring a person's heightikewise, men's vocal folds were found to be generally
one-anda-half times larger than women's. Averagjeed vocal folds, Hunt concluded, provided

the most elasticity, as folds that were too short or too long were uogtieduce properly low

and high tones, respectively. For this reason, Hunt considerd the baritone voice the "normal male
voice" and for women, the mezgoprano, as these voices were "generally distinguished by
greater compass, metal, and flexibility.” Wiegard to resonance, a clear, rotund sound was
produced by "the state and size of the ventricles of the larynx, the fauces, the oral and nasal
cavities, and the development of the frontal sinuses.” Such voices, in Hunt's estimation, were the
sole provine of evolutionary law. In a passage similar to that produced by Rumbold nearly two
decades later, Hunt reported that, "Professor Owen is of opinion that the want of resonance, for
which the voice of the Australians is remarkable, is probably owing t@athéhfat the frontal

sinus is not fully developed in that racg."

Hunt, a committed polygenist, announced the Society's formation with an overview of the
supposed anatomical and physiological differences found between Negros and Europeans in
"The Negro'Place in Nature." Here, Hunt proceeded through the usual litany of anthropometric
evidence: skull size, shape of the pelvis, bone structure, length and composition of hair, and so
forth. Throughout, Hunt dismissed evidence of anatomical similarities eixcagiue that "the
brain of the Negro bears a great resemblance to a European woman or child€ btiain."

remarks on the voice appeared last in the section on anatomical differences and followed much

"*Hunt, Manual of the Philosophy of Voice and Spe&z25.
> Hunt, Manual of the Philosophy of Voice aBgeech108110.
S Hunt, The Negro's Place in Natur&0.
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the same pattern as his earlier comparisons: "Tlgaxan the Negro is not much developed, and
the voice resembles sometimes the alto of an eunuch. In the male the voice is low and hoarse,
and in the female it is acute and shrieking."
Yet the voice, more so than any other physiological feature, expgossdpposed
differences between European and African races. Hunt continued:
There is a peculiarity in the Negro voice by which he can always be distinguished. This
peculiarity is so great that we can frequently discover traces of Negro blood when the eye
is unable to detect it. No amount of education or time is likely ever to enable the Negro to
speak the English language without this twang. Even his great faculty of imitation will
not enable him to do this.
Blood in modern European societies, accordmgnthropologist Uli Linke, formed the basis for
the racialization of the body through its significance "as bodily discharge and as interndPflow."
It was the internal flow and heriditary passing on of blood (and hence, physical characteristics)
that tied together race and nation. Yet blood also carried and transmited disease, thus rendering
the body vulnerable to external sources of contagion. The mixing of blood, especially through
miscegenation in Hunt's view, obscured visual and mental evidenceabfdifference;
elsewhere in his address, Hunt remarked that the "advances" seen in African populations was not
caused by education but rather by the "European blood in their veins" (28). Visual evidence thus

proved unreliable as physical differences cdaddsoftened through racial intermarriage. The

voice, however, could not lie: upending modernity's supposed ocularcentrism, Hunt suggested

""Hunt, The Negro's Place in Natur&0-11.

8 Uli Linke, Blood and Nation: The European Aesthetics of RRbédadelphia: University of
Pennsylvania Press, 1999), vii. See also George W. Stocking, Jr., "TheffiberCentury
Concept of Race Modernism/Modernityl, no. 1 (1994): 46.
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that the auditory evidence heard in the voice testified accurately of the "internal flow" of blood's
racial truths’’

Perhaps even more remarkable than Hunt's report was how a single paper on the
comparative anatomy of the voice authored by a relatively unknown Caszatian
anthropologist managed to circulate so widely and to become an accepted part of the racial
sciene literature. Sir George Duncan Gibb (18876), in a series of papers delivered to the
Anthropological Society of London between 1863 and 1870, built on the work of Garcia,
Segond, and others and offered the most detailed analysis-s¥estern vocal aatomy® A
member of the Royal College of Physicians of London, Gibb specialized in diseases of the throat
and was responsible for translating Czermak's (the famous AuS§teéanan physiologist) work
on the laryngoscope into English. Towards the end dffejsGibb became increasingly
involved in matters of anthropology and an outspoken proponent of evolutionary th&ioip.
was no stranger to vocal science, having authored multiple books including practical treatises on

the use of the laryngoscope anxit$eon diseases of the throat. Later in his life, Gibb pursued

9| am not attempting to propose here a "countermonolopy” of listenirigsagaodernity's long
focus on visuality, as Veit Erlmann warned us against nearly a decade ago. Jedméein,

"But What of the Ethnographic Ear? Anthropology, Sound, and the SeimsEgdring

Cultures: Essays on Sound, Listening, and Moderadyeit Erlmann, 120 (Oxford: Berg,
2004) However, there is something about the cultural construction of the &oiteperceived
naturalness, its supposed articulation of the corporeal ®dothat has historically rendered as
given its ability to auralizeacial difference.

®Gibb directly acknowledged his debt to Garcia Il in a paper given to the Musical Society of
London in 1863. See Charles John PlumgKieg's College Lectures on Elocution; or, The
Physiology and Culture of Voice and Speech, and Mpedssion of the Emotions by Language,
Countenance, and Gestuyifth edition,(London: Kegan Paul, Treh, Tribner, & Co., Itd.,
1895),49.

81»Obituary: Sir George Duncan Gibb, Bart., M.A., M.D., M.R.C.P., L.R.C.S.I., F.G.S., Hon.
LL.D.,” The Medical Tiras and Gazette: A Journal of Medical Science, Literature, Criticism,
and Newsdl (1876):295.
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research on such varied topics as pottery among the indigenous peoples of Canada and the
physiology of centenarians.

In 1869, Gibb read his report, "On the Character of the Voice in theri$atf Asia and
Africa, Contrasted with That in the Nations of Europe," before the S&i€gymbining his own
examinations of vocal physiology performed in London with travelers' accounts on the speech
and song of nofWestern peoples, Gibb argued that ooeld gauge both the physical and
mental evolution of the races by listening to the sound of their voices, a project, he noted, that
had "never been attempteti.Gibb's research covered a broad geographic area: China, Japan,
Central Asia ("Tartary" in Gibb's report), Tibet, Mongolia, India, Myanmar ("Burma"), central
and western Africa, Italy, France, Germany, and Great Britain. He focused especially on two
anatomical features: laryngeal length and the drooping, what he terms the "pendency,"” of the
epiglotis (the epiglottis is a flap of tissue located at the base of the tongue and protects food
from entering the trachea, or windpipe, when swallowing). Pendency caused, in Gibb's findings,
"in some females, inability to produce the higher notes, and insateipower and compass of
the voice were weakeneff' This paper built upon earlier research on the epiglottis reported on
by Gibb the previous year, where he found that pendency of the epiglottis occurred much more
frequently in peoples of African and "isic" descenf?

Gibb constructed a strict homology between laryngeal size, epiglottic pendency, and

vocal quality, where a shorter larynx and more pronounced bending of the epiglottis produced a

82 Sir George Duncan Gibb, "The Character of the Voice in Nations of Asia and Africa,
Contrasted with that of the Nations of Eurogdemoirs Read Before the Antipadogical
Society of LondofLondon: T. Richards, 1870), 24%9. Hereafter, "Character of the Voice."
8 Gibb, "Character of the Voice," 244.

8 Gibb, "[Comments on]: Vocal and Other Influences upon Mankind from Pendency of the
Epiglottis," Journal of the Athropological Society of Londdh(1868): ecv. Hereafter,
"Pendency.”

% Gibb, "Pendency."
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quieter, weaker tone. Gibb's work thus participated in wheatander Butchart terms the "deep
gaze" of scientific approaches to the body in the nineteenth century that "analysed internal
structure and its relationship to functidfi.lt is worth quoting Gibb's discussion of Japanese and
Chinese voices at length ander to appreciate fully his scientific method and the way in which
theories of racial evolution were brought to bear on vocal audition:
Their soft and quiet manner of speaking, which at times possesses a sort of metallic
twang, not unlike that of theMongol progenitors, may be due to the peculiar guttural
character of their language, in which vowel sounds appear so largely to predominate. Or,
again, it may depend upon a shallow formation of the larynx, approaching to that in the
female sex, wherein itdepth, or profundityy starting from the point of the pomum
Adami [Adam's apple], backwards to the thick portion of the ring of the cricoid cartilage
0 is less than is met with in the Tartar tribes or in Europeans. Or, thirdly, it may depend
upon habituapendency of the epiglottis or cartilage, that forms the protector of the
larynx in the act of swallowing. Upon a very careful consideration of the subject, together
with personal observation, it seems to me that in both the Chinese and Japanese, but
espe@lly in the former, all three causes exert a more or less modifying effect, but that
producing the greatest influence is the l&stpendency of the epiglottf.
Gibb continued this line of analysis, noting that while one may hear "good and powerfes voi
among the Chinese and Japanese, their voices tended towards the tenor range due to their "vocal
cords [which] are necessarily short"; yet their vocal compass could not compare to the powerful
voices possessed by the "Tartars and Mongols," due tolilgsitpl weakness pervading nearly
the entire race®
There is much to unpack here. First, Gibb drew on the theory of hereditary evolution to
argue that the Japanese and Chinese "metallic twang" originated with their "Mongol progenitors"

and thus providedonic evidence of their evolutionary pass; their twang was, to use Hunt's

language, in the "blood.” Yet the "peculiar guttural character of their language" shaped as it was

8 Alexander ButchartThe Anatomy of Power: European Constructions of the African Body
(London: Zed Books, 1998), 16.

87 Gibb, "Character of the Voice," 24516.

8 Gibb, "Character of the Voice," 246.
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by the prevalence of vowels had rendered their voices more subdued when comieged t
evolutionary forbearers. His theory was consistent with a resurgence of interest in the
Lamarckian theory of acquired characteristics: such physiological comparison had been utilized
since the eighteenth century to show how "lesser" peoples hadetaged from more evolved

races due to environmental fact8t$lext, Gibb suggested that this vocal characteristic may
relate to a lower positioning of the larynx, "approaching to that in the female sex;" in other
words, the Japanese and Chinese male larynx (indicated by the presence of the pomum Adami)
was more sinlar to an European woman's larynx, which, in Gibb's estimation, would explain
their weak tone. Finally, while admitting the impact of the first two features, he singled out
pendency of the epiglottis, an anatomical peculiarity that he could easily attiobenolutionary
theory. At least, that is, in nelBuropean races. Gibb, in his earlier article on pendency of the
glottis, found that 513 out of 4,600 (or 11 percent) Europeans suffered from this deformity. He
explained his findings by noting that "[iinany persons this pendency was found to be

hereditary, and it others it was acquired,” the latter reasoning he refused for-Bisropean
subjects?

Drawing on the theory of acclimatization, Gibb argued that the "deafening tones"
exhibited by the peopt of central Asia was "common to a race of people who almost habitually
live in the saddle, and whose incessant activity and constant travelling contribute to render them
very vigorous." Their voices did not suffer from epiglottic pendency, accordingpty Gue to

the "extreme cold and rigour of the climate,” a claim he left unexplained. Indeed, both their

89 Bowler, Evolution 87-88. For a discussion of né@marckianism in the United States, see
John SHaller, Jr.,Outcasts from Evolution: Scientific Attitudes of Racial Inferiority, 18500
(Urbana: University ofllinois Press 1971), 153202 Also see George W5tocking, Jr.;Bones,
Bodies, Behavior,"n Bones, Bodies, Behavior: Essays on Biological AnthropokdlyGeorge
W. Stocking, 317 (Madison: The University of Wisconsin Pre$888

% Gibb, "Pendency,t.
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environment and heredity had produced "commanding voices" befitting a mighty people; Gibb
wrote, "the Tartars are a strong, vigorous, active, energatd powerful race, the worthy
descendants of the great Genghis Khan, whose conquests in the thirteenth century struck terror
into the surrounding nation&™

Though relying primarily on reports by military colleagues for descriptions of the voices
heardin India, Burma, and central Asia, Gibb noted his personal observations when discussing
the voices of Africans. He wrote that, "Of slaves and free blacks in North America | have had
many, indeed | may say abundanttiesonpegasdtdvaicei t i es
and speechéMy inspection of the interior of t
made in this country.” This passage is difficult to decipher, and it is unclear if Gibb is saying that
he examined the larynges of de@xhs\frican peoples while in North America or if he is stating
that his only observations of the larynx of African peoples was in Great Britain. Nevertheless,
Gibb concluded that the larynx of African peoples was "fairly developed" and that the length of
the vocal cords fell somewhere between those of the Chinese and those of Europeans. Yet, he
stated that the positioning of the cords was unique to the race: "the plane of the superior surfaces
of the vocal cords, instead of being horizontal, slopes frommaiwnwards [and] the epiglottis
is, for the most part, pendant and curled under laterally.” Such supposed deformities "point to the
want of great vocal power, such, for example, as a loud and commanding voice." He admitted
later, in a possible allusion Elizabeth Taylor Greenfield (the famous African American
soprano who toured Great Britain in the mideteenth century), that he had "recently heard of a

Negro prima donna, whose voice is said to be a fine sopfano."

1 Gibb, "Character of the Voice251-252.
92 Gibb, "Character of the Voice254256.






