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Abstract

Vocality, an integral aspect of personality, is impossible to separate without
compromising either entity. Whereas vocal personae are versatile in
principle with the potential to express themselves in diverse ways, their
development and appreciation can be hindered by binarian gender concepts
and social roles. This thesis assesses vocality beyond ersatz dichotomies.
This is achieved by studying vocal personae formed, irrespective of reason,
by more than one hormonal category and influence. The singers studied are
four historically-distinct vocal groups starting from evarly CE and reaching
up to present. They are referred to as Byzantine eunuch cantors, Baroque
castrati, intersex and transvocal singing personae. The general eras are
considered alongside individual cases and common elements and
philosophical / societal attitudes are compared. Based on individual teaching
methods and research results, this thesis confirms hybrid vocal personae as a
valid alternative. If supported by appropriate tuition as well as current
progress in humanities and science, this is suggested that it might benefit

human vocality as a whole.
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The notational system followed in this thesis is a version of the one introduced by Hermann
Ludwig Ferdinand von Helmholtz in his book Die Lehre von den Tonempfindungen als
physiologische Grundlage fiir die Theorie der Musik in 1863. According to that, the middle

C is presented as ¢', with octaves above as ¢”, ¢

etc.

etc. and octaves below as ¢, C, C’, C”,



Acknowledgments

I would like to express my deepest thanks to the University of York,
Department of Music, and, particularly, my supervisor, Dr. John Potter, for
his valuable support as well as Dr. ] Wainwright and Prof. John Van Borsel,
examiners of this thesis, for their input. I would like also to thank both the
Music Department and my supervisor, Dr. John Potter, for helping me

realise the Javier Medina recital and presentation (November 2008).

Furthermore, I would like to express my sincere gratitude to:

Dr. Fiona Shaw for her valuable proofreading input; Professor R.J.
Wassersug for his provision of latest aspects of his work on eunuchs; Dr.
Sophie Fuller for supporting the initial stages of this research; Tona Brown
and Lisa-Lee Dark for their direct communication and updates; M.
Burghagen and C. Hofler for their great assistance at translating German
texts for me on short notice; Most of all, I would like to thank the friends

and family who supported me throughout my difficult changes in life.

I dedicate this work to Hybrid Vocal Personae of All Times.

Author’s declaration

The early stages of this research were presented as a paper under the same
title at British Forum for Ethnomusicology Annual Conference 2006. Also,
the first part of Chapter IV of this thesis is an upgraded commentary on the
results contained in this writer’s December 2008 article: ‘The Changing
Female-To-Male (FTM) Voice.’ Radical Musicology. Vol. 3: 32 pars.



INTRODUCTION

Vocality and Gender

The human voice is the most powerful, versatile and intriguing instrument
in music history. Among numerous writers and composers, Richard Strauss,
for instance, noted that ‘the human voice is the most beautiful instrument of
all, but it is the most difficult to play’.! This is because the human voice is
an integral part of the human body. Similarly to other acoustic instruments,
singing consists of power and sound resources, complemented by sound
modifiers. However, in ‘the human vocal instrument these elements can be
related physiologically to the action of: the lungs, the vocal folds, and the
vocal tract, respectively.’”” Even though singers ‘make use of the same vocal
instrument when speaking or singing ... (their ability to sing) requires full
conscious control over parts...(which remain) unconscious during speech.’3
Since the human voice is a living instrument, it is able to express
thoughts and emotions within a variety of contexts, both ordinary and
extraordinary. Irrespective of material or idealised background, the human
sound has the power to connect and divide as well as the ability to conform

and transgress. As a result, mythologies, religions and ideologies have all

! Kjell Bloch Sandved. 1963. The World of Music: An llustrated Encyclopedia. Michigan:
Abradale Press; 1253,

2 David Howard. ‘The Human Singing Voice.’ In Peter Day, ed. 1999. Killers in the Brain
~ Essays on Science and Technology from the Royal Institution. Oxford: Oxford University
Press; 116.

3 Howard: 113.



recognised and utilised this wide range of qualities. However, instead of
remaining an obedient tool fulfilling the scopes of mythology or ideology,
the human voice became not only integrated but also, in many cases,
intrinsic to them. This has been symbolised effectively in the story of
Orpheus, whose ‘disembodied’ singing-head became ‘immortalised’ and
equated with his singing.® Similarly, in a more recent context, the secular
Baroque singing voice became a symbolic icon able to exhilarate as well as
heal with its florid journeys.” The above examples demonstrate that,
contrary to initial intentions and conscious of authority, the voice can be
transformed into an autonomous entity. However, before I proceed further,
I should clarify that, in this thesis, the use of period terms such as
‘Renaissance’ and ‘Baroque’ is only in order to facilitate both musicological
‘geography’ and ‘navigation’. As stated by Treitler, similar terminology,
merely used as ‘construction’ means, is ‘an artefact of writing music history
(and) not a given about the historical world.”® Another significant issue is
that most of these unclear ‘definitions of historical periods ... are relatively

recent additions to the musicologists’ vocabulary.’’ Using these terms to

* James R. Ellis. 2003. Sexuality and Citizenship: Metamorphosis in Elizabethan Erotic
Verse. Toronto: University of Toronto Press; 182 — Cf A. N. Marlow. October 1954.
‘Orpheus in Ancient Literature.” Music & Letters. Vol. 35, Issue 4: 361-69; 316, 365.

5 This is demonstrated, for instance, in Farinelli‘s first and last-known public performances:
starting from his renowned debate with a famous trumpet player and ending with his
singing for the King of Spain. Cf. Charles Burney. 1773. The Present State of Music in
France and Italy. London; 213-4 & Charles Burney, Frank Mercer, ed. 1957 / 1789. 4
General History of Music. New York: Dover; 815.

¢ Leo Treitler. ‘“The Historiography of Music.” In Nick Cook & Mark Everist, eds. 1999,
Rethinking Music. Oxford & New York: Oxford University Press; 359.

7 Jonathan Wainwright. Introduction: “From ‘Renaissance’ to ‘Baroque’?” In Jonathan
Wainwright & Peter Holman, eds. 2005. From Renaissance to Baroque. Aldershot &
Burlington: Ashgate Publishing Company; 1. As stated in the same source, ‘Renaissance’
was first used as musicological term by A.-W Ambros in 1868. ‘Baroque’, though existing



define either vocal or instrumental music periods is, therefore, both
precarious and superficial. However, as in other works, I make use of period
terms for economy of communication.

Singing voices are potent musical channels, yet this power is rarely
measured in decibels. Though every artist is equally able to whisper, cry and
yell, what we identify as singing strength is frequently in inverted ratio to
volume. For instance, a pianissimo becomes inexorably united with the
emotions and thoughts creating it; its medium, the human voice, makes
them immediately accessible and recognisable to audiences. As with all
other instruments, a human voice is characterised by pitch, timbre, range,
volume etc. These can only be controlled by knowledge and command of
one’s singing instrument. This consists mainly of the lungs, the larynx and
pharynx, the head resonance and the mouth.® Irrespective of singing talent
though, in-depth knowledge and specialised training are required in order to
produce maximum effects, and ideally, ‘a good operatic voice needs a

»9 Moreover, ‘for trained operatic

concentration of energy around 3 kHz.
singers, in addition to the conventional singer’s formant ... another energy

peak was observed in the region of 8-9 kHz.’'°

as a 1734 reference, it did not come to acquire its present musicological context until the
early 20" Century,

® However, the Italian School of Singing first mentioned about the need of whole body
participation in singing (‘/a partecipazione di corpo in canto’). This phrase was frequently
repeated by Nino Piccaluga, tenor, to his students (late 1930s). One of them, Antonis
Kalaitzakis, tenor, passed this to me during his teaching.

® W.T. Bartholomew. 1934, ‘A physical definition of ‘good voice-quality’ in the male
voice.” Journal of the Acoustical Society of America. 6: 25-33; 25, The researcher then
mentioned that ‘this concentration must be produced with a special resonator in the larynx
or lower pharynx.’ /bid.

'* Sang-Hyuk Lee ef al. 2008. ‘The Singer's Formant and Speaker’s Ring Resonance: A
Long-Term Average Spectrum Analysis.” Clinical and Experimental Otorhinolaryngology.



The vocal instrument, being an integral part of each person, remains
influenced by individual factors. For instance, health matters and age or
psychological aspects, like personal space and stress, can have an effect on
or even render a perfectly shaped singing medium untenable. Therefore,
‘professional singing technique has had to develop over the centuries not
only to give singers conscious control over these elements of the vocal
instrument, but also to respond to the challenges posed by the historical
development of musical ideas, the variety of places in which music was to
be performed, and the increasing size of audiences.’!!

Conversely, no technical assistance can deal in depth with the issue of
the gendered voice. This is due to a human voice’s inability for
disassociation from its perceived gender thus far, be it male, female, variant
or transgressive.!> Gender vocal perceptions are influenced by social and
historical factors. Graddol and Swann, for instance, suggest that ‘average
pitch of voice seems to be partly a function of vocal anatomy, partly of

environmental factors ... and partly a result of social adaptation.’!®> Though

the above applies to every gendered voice, its results are more prominent

Vol. 1, Issue 2: 92-6; 96. As explained, ‘this second peak was interpreted as the second
resonance of the epilarynx tube. We applied the formula that was derived for a uniform
tube that was closed on one end (the glottis) and open on the other (the aryepiglottic collar).
This formula is F=(2n-1)c/4L where ¢ is the speed of sound in the vocal tract (340 m/s), L
is the length of the epilarynx tube (3 cm) and letter » is 2. Use of this formula revealed a
second resonance frequency at about 8.5 kHz.” IR Titze & SM Jin. 2003, ‘Is there evidence
of a second singer’s formant?’ Journal of Singing. Vol. 59, Issue 4: 329-31.

" Howard, 1999: 114,

'2 Numerous scholars have also been researching the gender of constructed instruments, e.g.
cello, guitar or the clarinet. However, these results have so far remained mostly theoretical
endeavours. Cf. Stephen Cottrell. ‘The gendered saxophone.” Unpublished paper.
http://www.bfe.org.uk/resources/2006_Winchester_-_abstracts.pdf (Accessed: 12.08.08).
Also, the terms variant or transgressive here, according to my semiology, imply intersex
and trans vocality.

"> D. Graddol and J. Swann. 1989. Gender Voices. London: Blackwell Publishers; 26.



when one is dealing with singers existing beyond the so-called ‘traditional’
male-female threshold. These voices have been given, depending on the
attitudes surrounding them, various names and designations, some kind to
them and some less so. Most of these tend to co-exist not only during the
same era but also in similar cultural backgrounds. For instance during the
Baroque era, the names musico, virtuoso, primo uomo as well as castrato,
evirato and non-integro had come to describe the very same artists. Only
recently, developments in critical thinking, such as gender-queer theory,
have managed to counterbalance this adulation-disparagement approach,
thus contributing to a few less emotive and more diachronic terms,
including alternative and non-binarian voices, or, as the title of this work
suggests, ‘hybrid vocal personae’."‘ Gender-variant singers, like all hybrid
vocal personae, are either celebrated or segregated, sometimes both,
depending on their era’s established ideas and attitudes. Though they occur
regularly throughout history, the most typical example of gender-variant
voices in Europe is still associated with one historical and musical era: that
of the so-called Baroque. However, topical studies in musicology and
archacology have now established that though ‘baroque’ non-binarian
singers are still highly celebrated, they were neither the first nor the only

ones used as church cantors during Common Era.

' The term was conceived in 2005 and presented in March 2006 during the BFE Annual
Conference, Winchester: Winchester University.



The Byzantine Predecessors

The phenomenon of Byzantine eunuchs had received limited scholarly
attention until the mid-20™ century.”® The research, however, has
demonstrated that eunuchs in Byzantium participated in almost all aspects
of its life, apart from two very significant ones: they could never fulfil the
roles of a husband and, foremostly, an emperor.'® Eunuchs became
prominent scholars, monks, saints, generals and, on rare occasions such as
that of Basil Lekapenos, even regents accused of being the true governing

17

power behind the emperor.”” Consequently, ‘an order of eunuchs was ...

formed in Byzantium ...an order that was as numerous as it was powerful
and hierarchically organized. Special titles of nobility were created for them

»18

and certain responsibilities were reserved for them. The Byzantine

eunuchs’ extensive study included church icons and byzantine chant

15 Cf Rodolphe Guilland. 1943. ‘Les Eunuques dans I’Empire Byzantin: Etude de
Titulature et de Prosopographie Byzantines.” Etudes Byzantines. Vol. I: 197-238.

' The prohibition against eunuchs to marry can, mainly, be found in the following extract
from Justinian’s Digest, which also demonstrates the dual meaning of the term eunuch: *Si
spadoni mulier nubserit, distinguendum arbitror, castratus fuerit necne, ut in castrato dicas
dotem non esse: in eo qui castratus non est, quia est matrimonium, et dos et dotis actio est.’
In P. Krueger, Th. Mommsen, R. Schoell, W. Kroll, trans. and eds. 1905. Digest. Corpus
Turis Civilis. Berlin: Weidmann; XXIII 3.39 § 1. (*Where a woman marries a eunuch, |
think that a distinction must be drawn between a man [a eunuch] who has been castrated
and one [a eunuch] who has not, so that if he has been castrated, you may say that there
cannot be a dowry; but where a man [a eunuch] has not been castrated, there can be a
dowry and an action for it, because a marriage can take place here.” Alan Watson, eds.
1998. The Digest of Justinian. Vol. 1. Philadelphia: University of Pennsylvania Press;
XXIII 3.39 §1). A similar extract can be found in Digest XL 2.14 § 1.

'7 Cf. Immanuel Bekker, ed. 1838. Theophanes Continuatus; loannes Cameniata; Symeon
Magister; Georgius Monachus. Bonn; 442; George Cedrenos, 1. Bekker, ed. 1838.
Compendium historiarum. 11. Bonn: CSHB; 379; Michael Glycas, J-P. Migne, ed. 1886.
Opera Omnia. In P.G: col. 651. Also Basil’s Byzantine title was paradynastos (in this
context, para means aside or beside, whereas dynastos [or, rather, in the nominative
declension. dynastes] defines the emperor).

'* Guilland, 1943: 197-8. The Eunuchs’ Order (‘H twv Evvobyxov TéEi").

10



notation. This eventually brought to light and added another important role
on the list: that of eunuch cantor. "

Even though the subject of Byzantine eunuch cantors has recently
acquired more attention, still remains attractive to few. The major reason
lies in the combined verbal and musical diversity of Byzantium. Another
factor though, could be attributed to the taboo associated with castration
performed, solely or mainly, for the sake of art. There are Byzantinologists,
who, though they have acknowledged the presence of eunuch cantors, have
denied that the operations took place within the state of Byzantium until the
end of Justinian’s reign.?’ This kind of denial appears intriguingly similar to
the attitudes surrounding the Musici or castrati in Baroque era. Due to
numerous similarities, this thesis will examine the phenomenon of both
eunuch groups together, and subsequently compare them to modern
equivalents: the natural male sopranos, female intersex and transsexual

vocal personae. This will help us establish the diachronic element of what,

' These comprised examples of beardless cantors in icons and higher male vocal lines in
Byzantine notation. In Greek Orthodox Church, the shaving of a priest’s beard is an
equivalent - at times a synonym - for his unfrocking. Similarly to Catholicism, lay women
were never allowed to sing in churches. A higher than usually male vocal line, therefore,
most likely, denoted either a castrated or an intersex individual. However, based on
contemporary documents, Spyrakou claims that there were cases of nuns singing in
churches. (Evangelia Spyrakou. 10-15 September 2007. ‘H Hyoypwpatiki [Howria oty
Bulavrivi Xopwdakf Tpa&n.” Proceedings of the Ist International Conference of the
ASBMH. Athens: 144-56; 146-8.). This is not a possibility to exclude. Nonetheless, there
is no evidence supporting the nuns’ specialised cantor training, which was state-funded and
documented. This makes unlikely for this reference to be applicable to elaborate florid
chant (and, therefore, to Asmatic Akolouthia). Please note that falsetto singing is something
almost unknown post-1453; this practice continues up to 21* century Byzantine Chant,

2 For instance, ‘Procopius of Caesarea (B.G. 471-472) and Zonaras (111 240) te!l us that the
princes of Abkhasia and Lazika in the Caucasus practiced eunuchism on a large scale for
the sake of profit. The majority of the eunuchs designated for service in the Grand Palace
were of Abkhasian origin, Justinian I succeeded in causing this practice to cease by
demonstrating its barbarity. He sent the Abkhasian palace eunuch Euphrantas to Abkhasia,
who no doubt eloquently pleaded the case of eunuchs, for he succeeded in convincing the
Abkhasian princes to renounce the practice.’ Guilland, 1943: 198,

11



from now on, will be referred to as ‘Balance of Blame’ and will be
discussed in detail within Chapters I and 1.2

Due to ecclesiastical attitudes, since the cantors were low clerics and
not secular singers, only a limited number of names are mentioned: those of
choir directors or soloists (protopsaltes). Among the limited names, ‘the
first eunuch who had a formative influence on musical culture in the capital
was Brison, a choirmaster ... credited with organizing the nocturnal hymn
singing during the Patriarchate of John Chrysostom’.?* Not all cantor names
are mentioned in a positive light. Among them is that of the domestikos
Euthymios Casnes, the son of the emperor Romanos I, who has been closely
connected with the patriarch Theophylactos (933-56) and blamed for
compromising the standards of Chant at Mass. In Chapter I, however, I will
be discussing the anti-eunuch stance behind such accusations. Negative
allegations against eunuchs have been preserved in several contemporary
documents, including the Defence of Eunuchs®* The reason for that
discrimination had not been purely a matter of aesthetics. As Kathryn
Ringrose suggests, Byzantine eunuchs formed ‘“a third gender but not a third
sex ... (because) language routinely sets (them) outside the norms of male or
female gender.’24

There are suggestions that eunuch singers had become more accepted

by the 12% ¢. By that time, the etymology of the word eunuch had been,

2! Chapter I: 25fF

2 Moran, 2002: 100.

% Theophylactos of Ochrid wrote the letter / treatise In Defence of Eunuchs in 12" century
‘for his brother, a eunuch and cleric of Hagia Sophia.’ Moran; 100,

# Ringrose, 2003: 50.

12



mistakenly as suggested by Ringrose, assumed to be altered from ‘guardian
of the bedchamber’ to ‘well-or high-minded’, thus reflecting a relatively
more positive view.? However, there are two actual historical narratives,
which demonstrate a well-meaning attitude. The first account, recorded by
Odo de Deuil, reveals the comments of King Louis VII of France about the
‘sweet chanting’ of eunuchs in Constantinople, whereas the second extract,
recorded by Anthony of Novgorod, describes the Transfer of Gifts in Hagia
Sophia and the way it was chanted by eunuch cantors, sub-deacons and a
monk.?® Moreover, Theodoros Balsamon states that in twelfth century all
cantors were eunuchs. I will be discussing these extracts in more detail in
Chapter 1.7 Ringrose even comes to suggest that eunuchs were acculturated
into Byzantine society and that ‘by the tenth century the gendered status of
eunuchs had improved and been normalized in society’.”® However, there
are scholars, such as Tougher, who express serious doubts about this
claim.?

This kind of hard-earned recognition and tolerance, if entirely accurate,

did not last for long. The reason for that was ‘the conquest of 1204 (which)

brought with it the destruction of the fragile choral organization of the Hagia

2% Ringrose: 16. As claimed, by the 12th c. ‘eunuchs were perceived to be perfect servants
of God or of aristocratic men, highly educated and well trained. An etymology derived
from terms like well-minded or high-minded seemed logical.” /bid.

% The king, who was also called Louis the Young (1120-80 CE), visited Constantinople in
1147, whereas the Archbishop of Novgorod (Russia 1211- ¢. 1231 CE) in 1200. Moran,
2002: 107.

27 Chapter I: 54-5.

2 Ringrose, 2003: 86.

2 He claims that even ‘if we were to accept that eunuchs were acculturated to this role it
does not necessarily follow that they thus constituted a third gender. The view that a more
positive construct of eunuchs evolved by the tenth century (or eighth, or ninth: confusingly
the date given varies) is also debatable.” Tougher, 2004: 523,
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Sophia and its attendant churches and monasteries, since the conquerors
(Venetians) introduced the Latin rite to the Great Church. The eunuchs fled
into the countryside or sought employment in Russia, Trepezunt or even in
Southern Italy.”*® When Byzantine rule was reinstated in 1261, the old ‘true
tradition’, having being oral, was not amongst them. The original ritual,
which involved the eunuch chanting, could never be restored; mainly due to
an atmosphere of hostility increasingly aimed at eunuchs by then - singers
or not. This has been preserved in Athanassios the Athonite’s fypikon,
which, among other documents, proscribed the admittance of eunuchs in

3" Gender-variant intolerance soon presided in Orthodoxy

Lavra monastery,
and the resultant transition was almost ‘seamless’. Until recently, few could
have suspected that the overtly masculine present sound of the Byzantine
Chant has been the product of the last two centuries before the Fall of
Constantinople in 1453. However, remnants of the original chants were
eventually recovered from South Italy or other Byzantine outposts, like
Thessaloniki, Mount Athos, Epirus, Trepezunt and Nicaea.*?

Due to limited immediate information on Byzantine eunuch cantors, it

was necessary for me to seek for additional input from the general,

historical, theological and, of course, musicological background. My

*® Moran: 108.

3 Megisti Lavra or Great Lavra is a major monastery ‘built on the south-eastern end of the
Athos Peninsula and is the earliest and biggest foundation on Mount Athos. It was founded
by the monk Athanassios the Athonite during the years of the Emperors Romanos the
Second and Nikephoros Phocas. He is considered to be the founder of Athonite
monasticism and the Holy Monastery of Great Lavra is the mother monastery of Mount
Athos.’http://www.macedonian-heritage.gr/Athos/Monastery/MegistiLavra.html (Accessed:
25.09.09).

32 ¢f. Bartolomeo Di Salvo. 1959 & 1960. ‘Gli Asmata netla Musica Bizantina.' Bollettino
della Badia Greca di Grottaferrata. Vol. 12; 45-50 & 127-45; Vol. 14: 145-78.

14



attempt was to replicate the circumstances surrounding their lives so that [
could understand them better. To this scope, twentieth-century works, such
as that of Dr. Demetrius Zambaco-Pacha, were also utilised when trying to
assess how local surviving sources of information or misconception about
eunuchs were viewed in early modern Istanbul and compare them with

eunuchs’ confirmed societal status in Byzantium.

The Celebrated Baroque Singers — Musici or Castrati

As stated, the ‘beginnings of the castrato practice were intimately connected
with the Papal chapel in Rome where castrati appeared for the first time as
early as in 1562.°% However, during the twentieth century, even until the
1980s, it was widely claimed that the singers were first introduced in
Catholic Spain and in 1599 were transferred from there to Rome.3*
Significant recent works, such as those of Shaun Tougher, Kathryn
Ringrose, Neil Moran and the most recent one by Nicholas Clapton, brought
different aspects of the singers’ introduction to broader attention. For
instance, there is sufficient substantiation of castrati singing in Italy by

1550. Additionally, we can find ‘castrati singing in the court chapel in

Munich from at the latest 1574, when the great Orlandus Lassus was in

3 Manfred F. Bukofzer. 1947 / 2007 reprint. Music in the Baroque era: From Monteverdi
to Bach. Von Elterlein Press; 399. This was later cited in Maria R. Maniates. 1979,
Mannerism in ltalian Music and Culture, 1530 —1630. Chapel Hill, NC: University of
North Carolina Press; 114.

** Pietro Paolo Folignato and Girolamo Rossini were both officially admitted in 1599,

15



charge’.®® Finally, as stated in Cum Pro Nostro Pastorali Munere of 1589,
Pope Sixtus V restructured the Capella Giulia choir by taking the new vocal
group into consideration.”® Irrespective of the exact date though, the Pope’s
original intentions were clearly summed on the phrase Ad honorem Dei: the
singers were to be employed solely in order to serve the Glory of God in
church.>” Soon the double standards and discrimination towards the singers
would reveal a less than holy idea behind those papal words.3® In spite of
date imprecision and true intentions though, the above occurrence marked a
unique event for the future of European music art period ever since. Without
it, aspects such as the florid singing style (a characteristic of those singers’
special abilities) and compositions incorporating their vocal idiosyncrasy in
mind, both integrated in the opera genre, the character of Western music
would have been different. In spite of musical appreciation, however, the
above period had an attached negative conditio sine qua non to it: the large-
scale su'rgical abuse of young boys in Italy and abroad.*

The term castrato refers to ‘a type of high-voiced male singer, brought
about by castrating young boys with promising voices before they reached
puberty’.*® Though there are opposing views on the subject, based on

original sources such as correspondence, the terms ‘evirato’ or ‘castrato’

3% Clapton, 2004: 10.
% Bull ‘Cum pro nostro pastorali munere’. 27 Sept 1589 / 1752. Collectionis Bullarium,
brevium, aliorumque diplomatum sacro sanctae Basilicae Vaticanae. Rome, iii, 172 (transl.
in Milner, 1973: 250). The extract is discussed in Chapter II of this thesis: 121,
*7 The delay in announcement constitutes a period of careful apprehension of the whole
henomenon for the Vatican.
® These will be addressed in detail on Chapter I1.
*® The number again is imprecise and, possibly, exaggerated.
40 John Rosselli. ‘Castrato.’ In Stanley Sadie, ed. 2001- 2™ Edition. The New Grove
Dictionary of Music and Musicians. Vol. V; 267,

16



can be viewed as intimidating and judgmental. This appears to contradict
translated texts by Pierfrancesco Tosi and Giambattista Mancini, the great
singing teachers of 1700, where the term appears to have been used
positively.*! Nonetheless, the translation does not necessarily reflect the
original texts where the capitalised word ‘Musico’ (musician) was used
instead. The noted term was used, for instance, exclusively by Tosi, even
though it used to include originally all adept artists.*> Though Musico is a
less judgmental term and, therefore, more consistent with the rest of this
thesis, due to matters of reference, it will be used interchangeably with the
presiding term.”> Both sides of the adulation-disparagement wording can,
however, only express partial qualities and do not bear diachronicity. 44

The singers’ presence became central to both church music and opera,
mainly in Italy and Spain - but also in countries under their influence -
throughout the two so-called baroque centuries: 17™ and 18%, It is
remarkable that, though their opera stage contribution was stopped by 1830,

it took almost another century for them to disappear from the places of their

' Though, had it been actual, this phenomenon would not have been improbable as
recognised by Gender Theory’s term ‘reclaiming negative connotations’. This is seen, for
instance, in current to us notions for insulting words such as ‘queer’ or ‘tranny’.
“? This is demonstrated in several extracts, such as the one praising the talents of ‘Signor
Pistocchi Musico il pid insigne de’ nostri’ (‘Signor Pistocchi, the most notable of our
Music[i]’). Pierfrancesco Tosi. 1723 reprint / 1968. Opinioni de' cantori antichi, e
moderni o sieno osservazioni sopra il canto figurato. Bologna: Lelio dalla Volpe (1723
reprint) & (1968 edition) New York: Broude Brothers; 65. Cf Tosi: 77, 89, 91 & 114.
Musico was not only the title preferred in singers’ ‘promotion’ for concerts, operas etc.
but also widely used in everyday Italian life. This has also been reflected in Burney's work
as demonstrated in the following extract: ‘Orgitano played the harpsichord ... and signor
Consorte, a musico, was there to sing.’ Charles Burney, Percy A. Scholes, ed. 1773 / 1959.
The Present State of Music in France and Iialy. (Title of 1959 edition: An Eighteenth-
Century musical Tour in France and ltaly). London: Oxford University Press; 196. Also,
Burney in the same book’s glossary stated: ‘Musico; a general term for musician; but now
chiefly applied in Italy to a castrato.” Burney, 1773 / 1959: 228,
“ This is going to be referred in detail when discussing hybridity as an alternative option.

17



initiation: the Vatican Choirs. The reason behind the Papal States’
introduction of a voice-type created by castration is more complicated than
was initially perceived. This was a practice that the Vatican openly
condemned from the eighteenth century, yet continued to use the singers’
talents for almost two hundred years. First of all, there is a clear difference
in attitudes between the Baroque period and present attitudes. According to
the former, castration was, particularly in the seventeenth century, regarded
almost as a form of celibacy suitable for those following a monastic
vocation. The first singers, usually associated with monasteries, were mostly
monks and fewer, if any, secular performers. Beyond being a matter of taste,
castrati voices were treated as a liturgical necessity of those days. Women,
after all, based on the misinterpretation of St Paul’s words, were not allowed
to sing in churches.* The use of choirboys, on the other hand, was
considered a good but short-term solution by Italian congregations who
adored high voices. Finally, the falsettists, with their shrill, stretched ‘white’
voices were, according to Rosselli, treated as ‘artificial’ and
unsatisfactory.46

Since the introduction of the musici, falsettists were reduced to singing
secondary parts. Contemporary accounts, such as that of Charles Burney,
refer to a rare brilliance in musici’s voices supported by the sheer presence

of true power, an uncommonly - for those days - wide range and an

5 This is to be discussed further in Chapter II: 123, fn. 426.

“® In addition, Rosselli mentioned that the falsettists’ sound ‘came to seem weak and reedy
compared with that of castrati.” John Rosselli. May - Aug 1988. ‘The Castrati as a
Professional Group and a Social Phenomenon, 1550-1850." Acta Musicologica. Vol. 60,
Fasc. 2: 143-79; 147.
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immense breathing capacity. Their most remarkable aspect though was their
timbre; a timbre incorporating the characteristics of a boy’s and a woman’s
voice within a male body (especially true for the sopranisti). Those
concepts of philosophical triad were first ignited during the Greek Antiquity
but, as stated by Celletti, took shape during Renaissance’s Poetics of

7

Wonder, first presented in Marino’s Adone.'” The singers’ voices and

expression of sexual ambiguity became examples of an otherworldly
quality.

The singers’ vocal qualities were not only due to their physiology but
also their strict training regime. Castration, more commonly taking place
between the ages of 9 and 12, resulted in a greater thoracic development and
therefore, when supported by proper instruction, an unusual breath capacity
and control. The larynx and the vocal folds, on the other hand, remained
small and flexible, somewhere between those of a boy and a woman. Also
the position of the larynx did not drop, thus resulting in its being closer to
the areas of the head resonance. The sound remained brilliant as well as
strong; greatly helped by the increased breath capacity. The singers’ hard
training would have been considered incomprehensible by modern

standards. Nevertheless, this gave the figlioli *® a round musical education,

47 Man, woman and child. Rodolfo Celletti, trans. Frederic Fuller. 1996. 4 History of
Belcanto. Oxford: Clarendon Press; 7-8.

* Term initially applied solely to Napoli Conservatoire students (Mazzola. 1759.
Instruzioni, ordini e regole da osservarsi puntualmente da’' figlioli di questo real
Conservatorio della Pieta de' Torchini dentro e fuori di esso. Napoli: Biblioteca del
Conservatorio). The term ended up describing all young castrati Conservatoire students in
general. (‘I castrati, detti “figlioli”, erano ben curati, nutriti e vestiti e avevano il
riscaldamento in inverno.’ Irene Marx. September 2006. ‘I castrati in Italia durante il
periodo barocco.’ Dante Alighieri Bolletino. http://www.dante-
alighieri.nl/bollettino/nummers/bollettino0609.htm (Accessed: 12.05.07).

19



encompassing all aspects of singing, improvisation, harpsichord playing as

well as composition.

The Modern Era

By the end of the eighteenth century, tastes and principles in music and art
were increasingly changing and becoming defined by male - female gender
boundaries. Nonetheless, the demand for unusual vocal quality has survived
against all odds. In our times, following a lengthy period of oppression, that
demand is definitely growing. Significant new artists possessing a hybrid
vocal persona, distinctly different from what is obtained by falsetto, can be
enjoyed in concert halls or even famous opera houses. Hybrid Vocal
Personae are, according to my definition, those formed, irrespective of
reason, by the combination of more than one hormonal category or group.
This thesis will present the most significant voice-cases of the present time,
the methods followed and advancements brought to other fields, such as
gender / queer studies. My intention, however, is foremost to discuss
common grounds without suppressing individual views. If Hybrid Vocal
Personae are approached without prejudice, the art of singing has a lot to
gain from their sensitive and original approach. Since the scope of this
thesis goes beyond pure musicology, the viewpoints expressed will also
need to incorporate latest developments in other disciplines such as gender /
queer studies and medicine (anatomy and endocrinology). Whereas

musicological focus is to remain throughout, the latter perspectives cannot
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be neglected. This would need to encompass and explain variant
terminology in order to place the general phenomenon of Hybrid Vocal

Personae under a similar perspective.

Hybridity

Hybrid as a noun is, according to dictionary definition, firstly an organism
that is the offspring of genetically dissimilar parents or stock. This deals
especially with offspring produced by breeding plants or animals of
different varieties or breeds or species. Secondly, the term implies a
composite of mixed origin, especially a word that is composed from parts
from different languages. Finally as an adjective the word means crossed,
interbred, intercrossed.*’ Hybrid is also the combination of two opposing or
plainly different elements within the same body. However, the history of the
term is itself ambiguous. According to one source it seems to be related and
even derived from another Greek word meaning ‘presumption towards the
gods’ or hubris.*® Famous examples of hubris were, according to the myth,
the acts of gender transformation of the great Greek soothsayer Teiresias.

The tradition wants the soothsayer’s gender transformation behind the

“° Based on www.WordReference.com — Adapted from WordNet 2.0 Copyright 2003 By
Princeton University.

% Cf. Robert Bagg, transl., introduction and notes by Robert Bagg & Mary Bagg. 2004,
Antigone ‘From what kind of parents was 1 born?’ The Oedipus Plays of Sophocles:
Oedipus the King, Oedipus at Kolonos, Antigone. Amherst, Mass.: University of
Massachusetts Press; 168. The use of the term implying ‘presumption’ has been used in
several 5th c. BCE works, such as Sophocles’ 4jax (where Ajax dared to believe that he did
not need Zeus® help) and Aeschylus’ Oresteia (where Orestes avenged his father’s murder
by killing his mother).
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condemnation to blindness by goddess Artemis or Athena, according to
another account.®’ To the ancient Greeks a human with dual gender
experience was trespassing on the gods’ realm and therefore becoming
unacceptably close to them. The other etymological source, however, which
points the origins of hybrid to the term 18poixalol, seems to de-stigmatise it
from any concept of ‘presumption towards the gods’, the Aristotelian

hamartia or even the more modern concept of sin. >

Definition

In order to define hybrid vocal personae, we will be examining two vocal
extracts taken from recordings of Ombra Fedele by Riccardo Broschi
(Idaspe — Dario, 1730). The samples, which might appear similar to the
untrained ear, can demonstrate how hybrid influence is being reflected in
contemporary performances.” These two performances are not only
acoustically dissimilar but also philosophically incongruent. The first one
has been artificially produced for the film ‘Farinelli, il Primo Uomo’ but the

title was later changed to ‘F