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Preface

In the postindustrial capitalist society of the 21st century, advertising is ubiquitous, whether in the images and sounds of television commercials and ads in social media and the internet, the catchy musical jingles on commercial radio, the billboards on the highway shilling goods and services, the full-page ad in the local newspaper, or even a friend’s word-of-mouth testimonial. While advertising has always been considered primarily as a visual medium through its development in print media in the 18th and 19th centuries, the multiplication of multimodal media (radio, television, and internet) in the 20th century and the ascendancy of audio-only formats in the 21st have given rise to considerations of the sonic qualities of advertising as well.

The marketing industry that employed graphic designers, layout artists, typesetters, and others has made room for sound engineers, music directors, music producers, and composers. Since the cries from ancient marketplaces to the first musical jingle—the 1926 radio jingle “Have You Tried Wheaties”—and beyond, music has played an important role in advertising in public spaces, on radio, television, and the internet. Music is used in these advertising formats both to entertain the public and to engage their attention: The experiences of the advertising industry and the findings of academic research have demonstrated that music can compel TV viewers, radio listeners, moviegoers, mall shoppers, restaurant customers, and internet browsers to attend and respond to these ads cognitively and emotionally.

The practices and ubiquity of advertising in turn inspired the emergence and development of an academic discipline dedicated to studying their effects. The resulting literature ranges from “how to” manuals on creating effective advertising to market research and cognitive studies on the effects of ad campaigns. The literature abounds in professional journals on advertising, including the Journal of Advertising, Journal of Advertising Research, Journal of Marketing Research, Journal of Consumer Research, and Psychology and Marketing, and myriad books on advertising and marketing have been published from such perspectives as production, psychological effects, and analysis. Nevertheless, little of this vast body of research considers music, despite its key role in audiovisual advertising media. Against this background a small yet seminal body of work has arisen, with early articles on the topics written by David Huron (1989), Nicholas Cook (1994), and Ron Rodman (1997), and full-length studies more recently by Bethany Klein (2009/2016), Nicolai Graakjær (2014), and Lesley Meier (2017).

The Oxford Handbook of Music and Advertising takes these studies as its starting points, building upon the findings of the researchers who have come before and (in some cases) are members of our team. Our body of contributors embraces a wide range of specialists from such fields as musicology, ethnomusicology, music theory, film studies, media and communication studies, marketing, and psychology. The authors’ breadth of expertise provides a wide array of perspectives from which to approach the intersections of music and advertising, while their depth of knowledge ensures that the analyses they undertake are probing and informed by serious research. As an appendix we include a valuable practical contribution (a primer on the ad creation process) by someone who has made a living in the field of music for advertising.

The core of The Oxford Handbook of Music and Advertising is organized around the three processes of communicating the advertising message, the three stages of the message exchange, as articulated by Chris Wharton: “encoding/production, text in temporary isolation, and reception/decoding” (2015, p. 103). Hence, the three main sections of this book are labeled (I) Production, (II) Text, and (III) Reception. Wharton argues that this conceptual framework will enable the study of “the whole process or totality of the chain of production and exchange” (2015, p. 103), which is our intention, albeit from the perspective of music’s unique and powerful contribution to the advertising message.

The inspiration for this anthology came to James out of his teaching of music and media and his research into film advertising. Having drawn for years upon Ron’s important publications about music in television and in commercials, James felt he would be a logical choice as coeditor. By chance, James met (psychologist) Siu-Lan when she served as the Keynote Speaker for an international film music conference (Music and the Moving Image) at New York University in 2015; afterward he invited her to round out the editorial team, recognizing the need to include the perspective of a social scientist in the collection. This trio of experts—musicologist, music theorist, and music psychologist—formed the nucleus for the project, which Oxford University Press accepted and actively supported for inclusion in its handbook series. The three coeditors assembled a collection of 47 prominent scholars and researchers, from a number of different fields (including musicology, music theory, marketing, business, psychology, communications, and many others, as noted previously), representing nine countries.

The coeditors would be remiss not to thank Norm Hirschy and Lauralee Yeary of Oxford University Press in the warmest terms for their ongoing belief in the value of this unique example of interdisciplinary research, in a field of music so understudied in the past. And we also acknowledge with thanks the timely and efficient assistance of Adrian Matte, graduate student and research assistant from Carleton University.

James Deaville, Ontario; Siu-Lan Tan, Michigan; Ron Rodman, Minnesota
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Introduction

Music and Advertising: Production, Text, and Reception


Siu-Lan Tan, Ron Rodman, and James Deaville



In his influential 1973 essay “Encoding and Decoding in the Television Discourse,” Stuart Hall established the “encoding/decoding” model of communication (Hall, 1973, 1980), which has served as the framework for numerous studies within the field of communications (Dicks, 2000; Houston, 2019; Pillai, 1992; Wren-Lewis, 1983). The underlying process can be divided into three stages: the encoding of a message by a sender, its transmission/distribution, and its decoding by a recipient. The communication flow represented by the model is well suited for application to advertising: industry encodes or produces the message and the consumer decodes the message. Wharton and others have argued that “the addition of ‘texts’ between the encoding and decoding aspects of the model gives emphasis to its necessary but unstated element” (Wharton, 2013, p. 56). He conceives the advertising framework as more of a loop or circuit, in which “cultural ideas, images and representations circulate and are formed, selected and incorporated into advertising campaigns” (Wharton, 2015, p. 4).

The editors of The Oxford Handbook of Music and Advertising (OHMA) have adopted a tripartite structure for this volume, in accordance with the three stages of communicating the advertising message established by Chris Wharton (2015, p. 103): (I) “Production,” (II) “Text,” and (III) “Reception.” Each of the three coeditors has been responsible for editing and introducing one of the sections according to their expertise (Deaville for “Production,” Rodman for “Text,” and Tan for “Reception”), although we all had oversight over the project as a whole. This means that sections may vary in style in ways that reflect their content, yet the reader will benefit from the depth of specialization each editor brings to their respective section. And with editors and authors working under a uniform set of guidelines for content, we believe the OHMA provides the most extensive exploration of music’s contribution to advertising up to the present time.

Production

In Wharton’s paradigm, the concept of encoding serves to

explore the background processes of advertising/cultural production and its grounding in the economy and culture of a period, the choices that are made about the use of specific advertising forms selected from a range of technical, practical and cultural possibilities. (Wharton, 2013, p. 56)

The first section of this book takes as its focus the production of advertising music from musicological, marketing, and industry perspectives—in essence, it establishes a context for the advertising texts analyzed in Part II and for the human reception of such advertising studied in Part III. Whereas the second section of the book adopts diverse approaches in analyzing the music of specific advertisements and the third section applies empirical methods in studying the perception of those musical messages, this part addresses advertising music primarily through the lenses of cultural studies and allied disciplines, occasioning the “messiness” that Angela McRobbie (2003) has identified as essential to the survival of the inherently interdisciplinary field. Nevertheless, the methods we deploy in studying production include such established approaches as archival, ethnographic, and digital research, the results of which our authors then interpret from the most diverse perspectives.

It might be useful to begin unpacking the theme of production with a series of questions that our authors address, beginning with the general inquiry: What factors have influenced and motivated the use of music in audio and audiovisual advertising? For specific marketing campaigns, we would like to know how the music selected reflects the corporate culture, the taste and style behind a brand, and how the music in turn contributes to the branding of a given commodity. How does industry market music itself? What role does demographics play in the targeting of consumers through music? We also ask what is the balance between economic-financial and creative-aesthetic considerations in advertising music, and more broadly, how is music valued in the marketing industry? To what extent has the political economy of neoliberalism and its imperatives affected the production of music for advertising? Indeed, what are the industry-determined labor practices and the union-negotiated work conditions for music in advertising?

Literature and Context

Such questions have directed our authors in their quests, and their answers inform the pages of this section. Some scholars whose work has significantly studied production aspects of music and advertising—Bethany Klein and Tim Taylor—are represented in the handbook, but not in this section. However, the findings of their research serve as major sources for our chapters (Klein 2008, 2011, 2016; Klein & Meier, 2017; Taylor 2003, 2005, 2007, 2012, 2016). Beyond their work, the researcher could point to publications by David Huron (1989), Nicholas Cook (1994), Mark Shevy and Kineta Hung (2013), Nicolai Graakjær (2014), Mark Laver (2015), Johnny Wingstedt (2017), and Joanna Love (2019), among others.

However, much of the work to date on production has privileged recognizable popular music placed in advertising texts: corporate partnerships and brand associations with performing artists are typically identified as “reinforce[ing] brand identities and build[ing] brand equity” (Meier, 2017, p. 101). With the possible exception of Graakjær (2014), the authors construct their analyses upon the premise that the industry relies on the “band/brand” recognition pairing for prerecorded popular music, which their high-end interlocutors happily confirm. Commercials exploiting well-known classical music tracks by Beethoven, Grieg, Delibes, or Mozart (among many others) have little or no berth in these studies of music in advertising, valuable as they may be for their ethnographic work with industry insiders and professionals.

For that matter, the literature is even sparser for the generic industrial tracks by unnamed composers that are selected for their utility and conformity to expressive traditions and intentions. Meier (2017) devotes several pages to music licensing software, where she addresses the powerful trend toward “categorizing affects, calculating effects” through “specialized software that sorts songs according to various tagged keywords” (p. 136). Whether called production, library, catalog, or stock music, such tracks are created for and sold by the music industry according to affect in a taxonomy driven by mood and purpose. A handful of authors have approached the daunting ubiquity of this music more intensely from diverse perspectives: as a corporate production (Fink, 2000), as a product of workers (Nardi, 2012), and as a creative practice (Sheinkop, 2016).

Whatever the style and source of the music—ranging from the classical canon to the creations for music production houses—its selection remains crucial to the tone of any audiovisual advertising. The choice and placement of music in promotional texts is an imprecise science, however, despite the efforts of specialists in cognition and perception to understand consumer choices. Our chapters often proceed from the question of why one set of musical sounds was considered most appropriate to make a given promotional pitch. The advertising industry may draw upon statistics and empirical study, yet it ultimately relies upon the subjective qualities of taste and style in anticipating the effectiveness of the components of a particular marketing message (Taylor, 2012).

Understanding the instinctive, intuitive, yet “so calculated and purposive” nature of decision making for advertising music leads the researcher to probe more deeply, to uncover and analyze the historical and contemporary contexts for the specific selection (Klein, 2016, p. 5). We might study the music from the viewpoints of the prevailing political landscape at the time (Can, 2015), the target demographic for the ad (Lantos & Craton, 2012), or the financial situation of the sponsor and/or musician (Klein, Meier, & Powers, 2017). In doing so we could consider the individuals directly involved in working with the music (composers/performers, arrangers, music supervisors), the framework of corporate entities funding and overseeing the production of advertising (sponsors, ad agencies), the broadcast outlets that distributed the messages, the political and social conditions influencing the consumer of the time, and of course the products themselves.

Thus, the study of production opens up windows on the society and culture that spawned the advertised commodities. We learn, for example, how marketers sold Barack Obama as a “cool celebrity” president in part through their musical choices in television commercials for the incumbent candidate (Love, 2017). Or we discover that in the corporate culture of direct-to-consumer pharmaceutical advertising, commercials intentionally exploit music not only to sell the product’s effectiveness and social utility but also to distract the consumer from the verbal risk warning (Tavassoli & Lee, 2003). Or more generally, we gain insights into how the profits from advertising placements helped the music industry at a time—around the new millennium—when it was undergoing a major downturn (Klein, 2016, pp. 59–78).

Branding and Producers

In these and other cases, Madison Avenue has sought to establish above all the practice of sonic branding for its commodities (among others, Graakjær, 2014; Gustafson, 2019; Klein, 2016, pp. 79–96; van Leeuwen, 2017). As music industry executive Eric Sheinkop observes, “Music brings value to a brand in three ways: identity, engagement, currency. Specifically, using music to establish an emotional connection with a brand increases brand recognition, creates excitement…and can empower consumers” (cited in Olenski, 2014). Still, according to Klein, the deployment of sound logos and jingles serves the ends of “false consciousness, constructing a link that appears natural, but in fact has no natural basis.” Klein notes how already in 1962, Raymond Williams argued that “as the object itself is not enough to sell it; it must also be linked to some sort of personal meaning,” which for her is the essence of branding (Klein, 2016, p. 81). Nevertheless, Klein does not deny music’s effectiveness in branding strategies and campaigns, as it enables what Leslie Meier calls “the enveloping logic of branding” (Meier, 2017, p. 5).

The saturation of the advertising market by music in all of its forms (Love, 2019), and especially the proliferation of promotion based on band-brand relationships (Klein, 2016; Meier, 2017), have cut across promotional platforms and product types. Film trailers, for example, have come to rely upon the topical cover song to sell a film, a trend that the cross-promotion of the film Pineapple Express (2008) and MIA’s song “Paper Planes” (2007) brought to the fore (Deaville & Malkinson, 2014) and that the choral re-visioning of Radiohead’s “Creep” confirmed in the trailer to The Social Network (2010). The ironic use of pre-existing music in that trailer and many others since then, however, mitigates against time-worn practices in the production of advertisements, which for the benefit of branding have advocated “the need to have congruence between music and message” (King, 2015, p. 296).

Considering branding and its reliance upon, and even exploitation of, “creative meaning makers, such as musicians” (Carah, 2011, p. 428), returns the discussion to the producers of audiovisual advertising. These practitioners, these creators are “cultural intermediaries” for Pierre Bourdieu (1984, p. 359); they are “specialists in symbolic production” (Featherstone, 1991, p. 35), creating messages that are intended to encourage consumption (Adams, 2017). In the realm of sound and music the producers (also called creatives) include composers/song writers, performers, licensing managers, and especially music supervisors, who “can play a significant and powerful role in cultural production” (Klein & Meier, 2017, p. 281).

Indeed, as the creatives who select the tracks used in commercials, music supervisors occupy a key position within the production process (Meier, 2017, pp. 36–37) and, at least for Klein and Meier, are regarded as ultimately “reaching into all corners of the audiovisual and digital world” (Klein & Meier, 2017, p. 289). Not only must they possess a wide-ranging knowledge of music, but also they should be intimately familiar with copyright laws and be capable of negotiating licensing agreements. As a result, we might consider them as the central figures for the production of music for audiovisual advertising. One sign of their importance is the annual awards for music supervision conferred by the Guild of Music Supervisors, which not only recognizes work for film and television but also includes professional contributions in the categories of “Trailers & Promos” and “Advertising.”

Of course, music supervisors are only one actor in a collaborative process “that involves the input of both active and passive agents, including the creatives, planners and account executives, clients and also research participants (consumers) and regulators” (Hackley & Hackley, 2018, p. 205). The cultural perspective on advertising production conceives of it “not as a by-product but as its fundamental mode of operation…which emerges from the interactions of many parties” (Hackley & Hackley, 2018, p. 205). Drawing on Pierre Bourdieu’s (1984) concept of “new cultural intermediaries” in analyzing a Japanese commercial for Nike, marketing researchers have recently illustrated how participants in “creative/cultural labour” serve as “cultural intermediaries” who, through mediation and legitimation, “shape, and are shaped by, the link between production and consumption within the global culture industry” (Kobayashi, Jackson, & Sam, 2018, p. 141).

Present and Future Challenges

The authors in the “Production” section of The Oxford Handbook of Music and Advertising add to such worthy studies of production the sonic domain, the dimension of music and sound that is so crucial for the effectiveness of the advertising message. By interrogating the processes and producers behind the music in audiovisual advertising, we hope to fulfill the expectations of contributor Tim Taylor (2015) when he requests that “researchers take advertising music seriously as a field of cultural production” (p. 162). Certainly our contributors have approached their topics with an acute awareness of how music (and sound) centrally function in their particular instantiations of marketing.

While we have made every attempt to present a diverse array of research topics and approaches, it stands to reason that this section cannot serve as a comprehensive survey of music in advertising production. The multifarious complexity of the field, especially in the Digital Age, prohibits such coverage, even with 17 chapters. For example, future researchers should take a closer look at the comparative effects of regulatory agencies on the sounds of the advertising product. Furthermore, the complexities of music licensing agreements deserve attention in and of themselves; after all, revenue from the use of sound recordings in broadcast and public performance—including synchronization—amounted to $3.1 billion in 2018 (International Federation of the Phonographic Industry, 2019, p. 13). Of course, in that same year, Statista estimates that the global advertising industry spent $560 billion (Statista, 2019).

We have made considerable progress in understanding the processes and procedures underlying the encoding of commercial messages, in other words, the production of advertising, and yet the study of one crucial component in the ecology of marketing, music, lags significantly behind. Our authors hope to have filled some of the gap by providing insights into specific cases of music’s role in the construction of advertising messages and by furnishing models for further research in this dynamic field.

Text

The second section of this book consists of traditional analyses and close readings of music in advertising texts. Many of the chapters in this section deal with the perennial topic of genre in media texts. In this section, genre is approached in several ways: (1) by describing the use of musical genres, or styles, in advertising texts and (2) by describing music in different genres of advertising themselves. On the former topic, much has been written about the use of pop music styles, such as rock, pop, and later hip-hop, and how this trend superseded the use of jingles from the 1940s and 1950s. See, for example, works by Ron Rodman (1997) and Joanna Love (2015), in particular.

The other main area of inquiry in this section is how music conveys meaning in advertising, especially in the electronic media, notably, how music can express extramusical ideas and emotions by tapping into the collective subconscious of its audience. Advertisers have long recognized the power of music to express emotion or at least represent emotional states, such as happiness, contentment, and intimacy, but also how music (especially popular music) is used to convey what Thomas Frank (1998) refers to as “cool,” or “hip.”

Genre

The process of analysis involves breaking down a corpus of texts and labeling them according to their common elements. In media texts, one way of parsing is according to genre. The first issue in genre analyses is to define what we mean by genre, especially as it pertains to advertising. What are the genres of advertising, and how have advertising genres evolved over time? Business trade books and websites define advertising genres by a “modes of production” model; that is, ads are defined by the media in which they are contained. One website describes advertising genres as print, signage (billboards, kiosk, trade shows, events, marquees, etc.), radio, TV, online, covert (product placement in movies), surrogate (substituting for banned substances like alcohol or tobacco—mineral water, candy, etc.), PSAs, digital signage, smartphone, niche (sports channels), and user generated (e.g., customers create brands, à la eBay). One might add video games to that list.

In the electronic media, especially television where much advertising takes place, theories of genre draw more upon narrative archetypes of drama, melodrama, and comedy. The root of these categories stems from Aristotle’s style characteristics of storytelling: comedy, tragedy, and the epic (Clinton, 2004). These so-called storytelling genres in electronic-media advertising have been classified by some authors, such as Geis’s (1982) narrowing down the options to two: the testimonial and the mini-drama. The testimonial is an authoritative voiceover or onscreen narrator, who uses various rhetorical devices to convince the viewer of the benefits of buying/using the product. The testimonial format is found in the majority of locally produced commercials (like local car dealerships) to show or demonstrate the qualities of a product (like cleaning products where demonstrations are fast and show effective results). The mini-drama is based on the social interaction of characters on the screen and falls into two subcategories: the interview and the mini-narrative. An interview is usually between two or more fictionalized characters on the screen in which one character describes the product to another, lesser-informed character. This interview may be in the form of a straight sales demonstration or may be fictionalized for its entertainment value. These interviews tend to blend in with the mini-narrative, or a sort of “slice of life” vignette where characters are engaged in normal activities in naturalistic settings (Geis, 1982, p. 131).

Nick Lacey characterizes genre as a “repertoire of elements” that consists of certain sets of character types, settings, iconography, narrative, and style (Lacey, 2000). Lacey’s approach tacitly adapts Northrup Frye’s concept of genre, which takes an ahistorical approach to literature and identifies archetypes, drawing the conclusion that there is really nothing new, but rather all genres are a re-working of previous literary formulae (Frye, 1957). Applied to advertising, we might categorize ads in binaries of the elements reproduced, such as dialogue/nondialogue, musical/nonmusical, narrative/nonnarrative, and so forth.

Some contemporary business writers have attempted to define advertising genres in several different ways, including by narrative types. Hannah Worboys (2013) classifies narrative structures in advertising as (1) flashbacks, (2) journey, (3) linear or sequential, (4) nonlinear or nonsequential, and (5) endings. Worboys’s narrative taxonomy is overlaid by another list describing advertising genres of (1) realist, (2) anti-realist, (3) animation, (4) talking heads, (5) documentary, (6) series, (7) surreal, (8) humorous, (9) dramatic, and (10) parody. The latter list of genres is a sort of “modes of production” model, although some areas like “humorous” and “surreal” are more about content, while others are more about production style.

In this section, genre is dealt with in two primary ways. First, some chapters consider how musical genres are used in ads. These genres include jingles, pop tunes, punk rock, and classical music. As ads began to move away from jingles to pop tunes, the notions of celebrity and “selling out” became issues for discussion in the popular press and academic writing. Secondly, the section deals with the topic of advertising genres themselves. In this section, there are chapters covering music in traditional television commercials, but also public service announcements, protest videos, even political campaign ads.

Musical Advertising Genres

Music’s role in advertising provides another taxonomy of ads, as enumerated here. A general delineation of musical versus nonmusical commercials forms a “tree” diagram with each type spawning subtypes, as seen in Figure 0.1.


[image: image]
Figure 0.1 A typology of commercials.



The diagram shows a general delineation of ads that use music versus those that do not, as indicated at the top. The musical ads are then subdivided into how music is used in an ad: either “constituent” (or foregrounded) or “background” music. Constituent music is that which is intended to be heard consciously in the ad, such as jingles or familiar pop tunes. Background music is music that is subordinated to the background, either to accompany visual images and dialogue of characters in a commercial or as the voiceover of a narrator.

Jingles are further subdivided based on their length (as explained by Rodman in this volume) by their tags or hooks, donuts, etc. Jingles are “explicit” in their approach to advertising, appealing directly to the consumer to purchase the product advertised. Pop tunes tend to be more “implicit,” appealing to the consumer’s musical taste to create a positive feeling about the ad and thus the product.

The ads that use music as background are “vignettes,” or the lyricized “slices of life” ads, and mini-narratives, which differ only by degree: the mini-narrative usually has a bit more storyline, while the vignettes may consist of fictional characters in dialogue (or interview), often followed with music in underscore to a voiceover narrator. The true “mini-drama” is a brief narrative with a beginning, middle, and end accompanied by a cinema/televisual-like musical underscore.

Musical Expression and Representation

The other key issue in advertising is music’s role in ads and how music expresses or represents the ideas and emotions of the ad. One of the earliest scholarly works to identify the function of music in commercials is David Huron’s 1989 article, “Music in Advertising: An Analytic Paradigm.” In this essay, Huron points out that studying music in advertising is an effective tool for understanding the social function of music in general. He distills a list of functions for music in advertising that speaks to both corporate and audience perception. Music in advertisements such as TV commercials (1) should be entertaining to the audience; (2) should provide structure and continuity to the ad; (3) should be memorable; (4) should contain a “lyrical language”—that is, a sung/poetic message will be more effective than a spoken one; (5) should be able to target a certain demographic or sociographic population; and (6) should possess an authorial voice, enticing the consumer to consider the product. While Huron’s work is less analytical than descriptive, it does lay the groundwork for subsequent explorations into musical meaning and advertising.

Another early work that grapples with music and meaning is Linda Scott’s 1990 “Understanding Jingles and Needledrop” article. Here, Scott draws upon numerous resources, ranging from notions of culture, rhetoric, and symbolism of Kenneth Burke and Clifford Geertz; to the theories of extramusical meaning of Leonard Meyer, Victor Zuckerkandl, and Susanne Langer; to psychological studies of Jay Dowling, Dane Harwood, and others; to ethnomusicology of Steven Feld, John Blacking, and others. Having cited these works, Scott focuses on the rhetorical functions of music in advertising, where music acts as a sort of speech to communicate with consumers. In this regard, the study is one of the first to tie music in with the cultural milieu of the advertising audience.

Nicholas Cook’s (1994, 1998) work on music and advertising is an extension of both Huron’s and Scott’s work. Cook is one of the first to articulate the phrase “composing with styles” in describing how advertising musical works with cultural tastes to reach audiences. “Musical cultures are not simply cultures of sounds, nor simply cultures of representations of sounds, but cultures of the relationship between sound and representation” (Cook, 1998, p. 220). Cook considers musical meaning as exemplified by music in television commercials. In one instance, he argues that the overture to Mozart’s Le nozze di Figaro provides a clear component of meaning when coupled with specific images of an automobile. Since meaning is constructed within the context of the commercial, “instead of talking about meaning as something that the music has, we should be talking about it as something that the music does within a given context” (Cook, 1998, p. 9).

Ron Rodman continues Cook’s idea of musical style as a cultural resonator in his “And Now an Ideology From Our Sponsor” (1997) article. In this work, the author sites musical styles used in advertisements about luxury cars and pickup trucks. Different styles of music tend to identify and be identified by certain social classes. In the article, the luxury car commercial uses a sort of “smooth jazz/New Age” musical style that Rodman claims would appeal to upper class viewers of the 1990s, while the pickup truck ad uses a pop song by rocker Bob Seger that would appeal to his fan base of American blue-collar workers. Advertisers are aware of the demographics of listeners and their musical tastes, and music is selected based on the culturally-coded perceptions of the target audience.

Hermeneutics and the field of semiotics have been especially fruitful methods for analyzing meaning and emotion in advertising music. The early works by Huron, Cook, and Rodman mentioned earlier took the semiotic works of authors such as Roland Barthes (1964), Umberto Eco (1978), and Winfried Nöth (1987) and adapted these for the study of advertising music in a scholarly context. This section provides further research into both areas of genre study and the tracing of emotion and meaning in advertising texts.

Reception

As mentioned in the opening of our chapter, the structure for this book draws on Wharton’s (2015) framework for communicating the advertising message: Part I (“Production”) addresses the production of advertising music from musicological, marketing, and industry perspectives; Part II (“Text”) provides close readings and analyses of music in advertising texts; and in Part III, we turn to the topic of “Reception.” The last section adopts an empirical approach to the study of how advertisements are “received” or perceived by human participants in lab research and by actual and potential consumers in the case of field studies and industry research. As adapted for the purposes of this book, this involves the formulation of models and theories, and the implementation of research methods to examine how music may influence people’s attitudes, emotions, thoughts, and behaviors in the context of advertisements and within service environments such as stores, restaurants, and banks.

Compared to the steady growth of scholarship in the humanities, the empirical work on advertising music has advanced at a significantly slower pace (Ruth & Spangardt, 2017). Previous books on the topic of advertising music have rarely encompassed both humanistic and empirical approaches (with very few notable exceptions, e.g., Graakjær & Jantzen, 2009, based on researchers in Nordic countries). The present handbook includes a multi-chapter section addressing theories and experimental research on advertising music conducted by leading researchers in the fields of marketing, psychology, and musicology—with the aim of stimulating greater cross-fertilization of ideas between disciplines and encouraging further interdisciplinary collaboration in this area.

Challenges for Empirical Research

In Wharton’s view, “Reception” refers to the decoding stage of the advertising framework: “It is the place in the advertising process where the public receives and interprets advertisements” (2015, p. 101). Drawing from the work of Hall (1980), who first proposed these ideas to study audiences’ responses to news stories, the three possible outcomes include the “preferred reading,” in which the audience receives “the meaning intended by the producer”; the “negotiated reading,” in which the audience receives the general features of the ad message but derives the meaning in ways that reflect the personal experience and contextual variables of the individual; and the “oppositional reading,” in which the audience rejects the preferred meaning (Wharton, 2015, p. 103).

From the social scientist’s perspective, the “preferred reading” of an ad is more of a theoretical notion or ideal: it is the meaning that the producers of the ad intend for the audience to receive. Much of the experimental research conducted by academics and industry professionals is aimed at assessing to what degree an ad has reached this goal. A variety of research techniques can be used to address questions such as: How well does the audience attend to, comprehend, and remember an ad’s message, and does music play a role in facilitating these processes? How effectively does an ad convey the intended brand image, and how does music contribute to this identity (for instance, what meanings and connotations are expressed by the music, as argued in Part 2)? And how do different music tracks alter attitudes toward an ad, product, or brand? Such responses are not always easy to measure or detect; several chapters in the “Reception” section explore new techniques that may be applied in academic or industry research.

The task becomes more complex when we consider “negotiated readings,” as audiences are not passive recipients of the message; they “locate its meaning in a personal, local sense associated with that individual’s experience and place in the world” (Wharton, 2015, p. 103). For instance, the same piece of music used in the same ads may be perceived differently by men and women (e.g., Kellaris & Rice, 1993; Meyers-Levy & Zhu, 2010), and responses to music have also been found to differ for members of different cultural groups. For example, although studies show that some emotions expressed by music are correctly identified across cultures (e.g., Balkwill & Thompson, 1999), specific differences in judgments of mood have also been revealed (Lee & Hu, 2014). Responses to music also vary with personality traits such as introversion/extraversion (Cassidy & MacDonald, 2007) and openness to experience (Liljeström, Juslin, & Västfjäll, 2013). Thus, studies may yield general trends and patterns, but specific responses to ad music are difficult to predict. Similarly, the possible reasons that audiences may take “oppositional readings” of an ad and reject the intended message are not easy to pinpoint.

In addition to the challenges already mentioned, another possible reason for the limited empirical studies is the complexity of the materials (especially in audiovisual ads), which makes it difficult for researchers to isolate certain variables, while keeping others constant for experimental control. Music is multidimensional—with many interacting elements such as melody, harmony, tempo, mode, timbre, range, fluctuations in loudness and pace, etc., combining in unique ways to bring about certain effects. In audiovisual ads, the variables often include additional audio elements such as narration and dialogue and sound effects, in addition to moving images, visual special effects, and text. Thus, the complex interplay of music with other features of an audiovisual advertisement makes it hard to disentangle the effects of the music from the other elements of an ad, making it difficult to extract general principles about how music functions in ads (for further discussion, see Tan, 2017).

Another issue is the disjunct between academic and industry research; collaboration is rare because each sector adheres to a different set of goals, values, and practices. Industry research is driven by more pragmatic goals than the theoretical questions usually motivating academic research (e.g., see Kupfer in Part I). Advertising professionals are generally interested in the overall impact of an ad, and variables such as music or sound are rarely isolated. The data are usually proprietary and not publicly shared, and there are no expectations for peer review.

On the other hand, academic studies (especially those conducted by social scientists) are usually designed with the goal of addressing larger theoretical questions in which an applied problem may be embedded, as opposed to solving practical problems as the primary objective. Academic studies are often conducted in lab settings using convenience samples such as university students, raising some questions about the extent to which findings can be generalized to the “real world” consumer. Although results are disseminated, academic research reports are couched in technical terminology, making it difficult for industry professionals to access. Thus, there is not much coordination between researchers across academic and industry contexts. (A notable exception in the “Reception” section of this book is the contribution by author Müllensiefen, who served as scientist-in-residence at a London advertising firm while holding a university post, and contributed a chapter that draws on his experience in both academic and industry sectors.)

Psychological Underpinnings

Psychologists have played an important role in the study of advertising and marketing since the late 1800s (Benjamin, 2004). Among the early contributors was Walter Dill Scott, who was instrumental in helping advertisers understand that persuasion is not just a matter of appealing to the rational side of humans, but to their emotions and propensity for suggestion (Buckley, 1982). Another early figure was J. B. Watson, founder of behaviorism, who was hired by the prestigious advertising firm J. Walter Thompson in New York in 1920 and, over the next decade and a half, played an influential role in numerous ad campaigns. Among the campaigns with which Watson was involved were a series of ads for Maxwell House, showing images of coffee drinkers relaxing in lavish settings and popularizing the concept of the “coffee break,” and ads for Pond’s, which used celebrity testimonials by European royalty to endorse cold cream (Benjamin, 2004). Although the early psychologists’ work did not focus on music, their emphasis on emotion, suggestion, and association led advertising professionals to pay more attention to the emotional and evocative elements of ads—including the role of music.

Today, researchers in this area continue to draw on concepts and principles gleaned from various areas of psychology. Developments in the domain of cognitive psychology involving attention, comprehension, memory, and specific concepts such as processing fluency, distraction, and cognitive load are foundational to the research on advertising music. For instance, musical congruity has emerged as an important factor influencing consumers’ responses to an ad (as discussed further in the chapter by Oakes and Abolhasani). Musical congruity (or “musical fit”) refers to the degree to which there is a perceived match between some qualities of the music and certain extramusical features of an ad, bringing attention to the shared attributes between the music and the ad. A good “fit” between the music and the product, brand, or message can facilitate processing fluency (i.e., ease of processing) and enhance reception of the ad message by evoking message-congruent thoughts, whereas attention-grabbing music that is a poor fit can be distracting and increase cognitive load (Kellaris, Cox, & Cox, 1993; MacInnis & Park, 1991). The link between processing fluency and musical congruity is further explored in the “Reception” section, as it pertains to eliciting positive responses to ad music (see the chapters by Léveillé Gauvin and Craton), designing effective sonic logos (see the chapter by Krishnan and Kellaris), and applications to multisensory marketing (see the chapter by Knoeferle and Spence).

Researchers also draw on social psychology for frameworks to explain attitude change and persuasion. Dual-process theories such as the elaboration likelihood model (ELM; Petty & Cacioppo, 1986) underpin much of this research. The ELM outlines two main routes to persuasion: a central route (involving cognitive effort toward evaluating the content of an ad message, such as its logic) and a peripheral route (focusing on peripheral details requiring less cognitive effort such as attractiveness of spokesperson, or color scheme). Music is often viewed in the context of the peripheral route, but this may differ with the function of the music and level of viewers’ involvement. In one study, participants who watched a TV ad to guide their subsequent purchase of an item (high involvement) responded more favorably to the ad and brand if they perceived a good “musical fit” with the product, whereas those who watched the ad as a passive observer (low involvement) responded more favorably to the ad and brand if the music merely sounded familiar (Park, Park, & Jeon, 2014). This suggests that a popular tune may be effective for creating a general positive response (such as reinforcing a brand’s image), but a close match between music and product may be more conducive to viewers focusing on the content of the ad.

In the more “applied” realms of social psychology, there is also much interest in the possible effects of in-store music on zoning, perception of waiting time, quality of shopping experience, and sales (as discussed in chapters by Knoeferle and Spence, Oakes and Abolhasani, and Hultén). Although empirical work in this area is still limited, music is one of the five most widely studied variables in the research on “store atmospherics” (Ramlee & Said, 2014) and has also been studied in virtual and online shopping environments (e.g., Cheng, Wu, & Yen, 2009). Many early studies were conducted by researchers in the field of marketing (e.g., Milliman, 1982, 1986; Yalch & Spangenberg, 1993), while psychologists have focused on identifying possible mechanisms to explain how in-store music may influence attitudes, emotions, behaviors, and purchasing patterns. These include the effects of music on physiological arousal, priming, and eliciting emotions (North & Hargreaves, 2008). More recent studies explore interactions between music and contextual and personal variables. For instance, music may mitigate the effects of retail density (i.e., the number of people and items in a store): slow music/high density and fast music/low density pairings have been shown to yield more favorable evaluations from shoppers than other combinations of tempo and density (Eroglu, Machleit, & Chebat, 2005; though see Knoeferle, Paus, & Vossen, 2017, for effects on spending).

Perhaps the most specialized domain of psychology informing the empirical work on advertising music is music psychology—surveyed in books such as Music, Thought, and Feeling (2014) by Thompson and Psychology of Music: From Sound to Significance (2018) by Tan, Pfordresher, and Harré. Almost all the chapters in Part III have some anchoring in the empirical literature on music cognition or emotion. Especially influential are the proliferation of studies exploring the emotional effects of music, reviewed in books such as The Handbook of Music and Emotion (2010) edited by Juslin and Sloboda. Many researchers also draw parallels between audiovisual advertisements and research studies examining the role of music in film and other multimedia, as reviewed in The Psychology of Music in Multimedia (2013a) edited by Tan, Cohen, Lipscomb, and Kendall. The research on how users engage with various multimedia is increasingly relevant to researchers interested in audiovisual advertising, extending the scope of study to the digital realm, to examine users’ responses to music in virtual and online contexts, and in interactive media.

In sum, the empirical research on the role of music in advertising is inherently multidisciplinary, combining knowledge from many fields including marketing, business, communications, psychology, and musicology (as represented in the “Reception” section). In particular, the experimental work in this area draws heavily on research techniques, theories, and principles from various domains within the field of psychology.

Toward an Integrative and Multidisciplinary Approach

Advertising music represents a lucrative portion of “sync” licenses (which grant permission to use music with moving images), and costs related to music are a significant item on the budget for most commercials. Fees paid to the songwriter and music publisher for the use of a hit song can range from about $10,000 for a local ad to over $1,000,000 for a major campaign (Brabec & Brabec, 2018). Industry professionals often rely on instincts and experience to make critical choices that can have costly consequences. Further, multiscreen engagement has become the norm as people often divide attention between multiple devices (such as scrolling through phones while television ads are playing). Thus, music and other audio elements play an increasingly important role in calling attention to an ad, maintaining the audience’s attention, and conveying coherent messages from the sound of the ad alone, when not gazing at the relevant screen. For many reasons, it has become increasingly important to gather reliable data on how people respond to music and sound in advertisements, and to better understand how music and sound work effectively in audio and audiovisual ads.

However, the role of music has been largely overlooked in the general advertising research, and the body of empirical work in this area has been characterized as “diverse and unstructured” (Ruth & Spangardt, 2017, p. 13). Central concepts such as “musical fit” and “congruity” have been defined and operationalized in various ways by different researchers, making it difficult to compare results and consolidate findings (Herget, Schramm, & Breves, 2018). As Ruth and Spangardt conclude in their review, “the major problem so far is that research only takes place in isolated spaces” (2017, p. 20). One avenue toward greater cohesion in this area is to venture beyond the currently rather insular style (as researchers in marketing, psychology, musicology, etc., tend to work with others within their own fields) toward more multidisciplinary approaches (in which colleagues from different disciplines work together, each contributing their specialized knowledge) and interdisciplinary collaboration (involving deeper integration of skills and knowledge from several specialties). Ideally, projects would dovetail questions of import to several fields, addressing both theoretical and practical problems. (See, e.g., Repko & Szostak, 2017, on the broad model approach to interdisciplinary research, including preparation and challenges of interdisciplinary collaboration.)

Indeed, conducting research in this area draws on skills and knowledge in several fields. Beyond a knowledge of marketing principles, relevant psychological theories and concepts, and research methodology, sufficient familiarity with music is needed to select appropriate stimuli and interpret findings meaningfully. The inclusion of a musicologist would enrich many projects, as many published reports lack a clear rationale for the selection of musical stimuli, provide vague descriptions of the musical stimuli, and offer insufficient interpretation of findings with respect to the music. The creation of stimuli also poses challenges to researchers, as low production values—such as poor sound quality or crude alterations to the soundtrack—may be distracting to participants and can serve as a confound to a study. Some researchers even hire ad agencies to produce or modify professional-quality stimuli for academic studies (e.g., Park et al., 2014). In addition, team collaboration with colleagues with music editing and media production skills would be advantageous during many phases of the project. Lawrence Harte’s overview (in the appendix to this volume) provides some insight into the wide range of skills and expertise involved in the process of ad creation and evaluation. Co-investigators from a number of specialized fields could enrich each step of the research, from the initial formulation of testable questions to more comprehensive discussion of the significance of the findings.

Linkages Between Production, Text, and Reception

In preparing The Oxford Handbook of Music and Advertising, the editors sought to bring together the work of leading scholars from many disciplines to examine topics ranging from the production to the reception of advertisements. The primary goals of the OHMA are to expand the scope of both humanistic and scientific research on the topic of advertising music, and to inspire further productivity and collaboration between scholars in different fields. (For similar directives for research on music and multimedia more broadly, see Tan, Cohen, Lipscomb, & Kendall, 2013b).

A few common observations and themes noted by chapter authors in the book include:





• The surprising lack of attention to the study of music in advertising, despite the ubiquity of music in advertisements in various media; in (real and virtual) commercial environments such as shops, restaurants, and virtual stores; and in many other contexts such as public service announcements, political propaganda, and campaign ads

• The increasing importance of music and sound for building and managing corporate identity and branding, and in product design

• The widespread use of popular music in advertising and commercial environments, and growing opportunities for lucrative partnerships between brands and musicians (solo artists or bands)

• The instrumental role of music in storytelling or narrative features of advertisements

• New opportunities for the integration of music in advertisements and (real and virtual) commercial environments with advances in technology, and with the growth of multisensory marketing

• The challenge of increased cognitive load and greater competition for consumer attention, in the age of media multitasking (or multiscreening)

• The need for more scholarship and research on how individual listener characteristics (such as culture, gender, age, and personality traits) mediate responses to music in ads and music in commercial environments



We hope that the ideas, observations, and research findings discussed in the “Production,” “Text,” and “Reception” sections of this book will inspire future directions for empirical investigation, and stimulate more discourse and analysis among scholars in the arts and humanities. Gaining knowledge of industry practices (Part I)—such as how advertising professionals work with clients and focus groups to develop ad campaigns, how music is selected or created for ads, and the complexities of music licensing—may inspire research questions that have both theoretical import and powerful “real world” implications. Textual analyses based on close examination of advertisements (Part II) may help generate original, testable questions to delve deeper into how music functions in ads. In turn, findings yielded by experimental studies (Part III) may provide valuable insights into the role of music on the perception, cognition, and emotional responses of consumers for those involved in the academic study or practice of advertising.

Ideally, this book will also encourage more cross-fertilization of ideas among colleagues in various disciplines, as there is much to be gained from greater collaboration between individuals with different skills and expertise from multiple fields, toward a more integrative understanding of the production, text, and reception of advertising music. The editors and chapter contributors of this book may bring various perspectives to the topic at hand but share a united aim: to illuminate music’s vital contribution to the advertising message.
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Production

Music and the Creation of the Advertising Text

James Deaville





This opening section of the handbook dedicates itself to what we have designated as “production” aspects of music and advertising, as defined in the introductory chapter. Even as the creation of audio or audiovisual texts varies substantially according to subject, medium, and time, so too do our 17 chapters, from “down home” radio advertising in the living rooms of the 1930s to theatrical trailers for action films of the current day, from Wagner in industrial promotional film of the 1930s to cool jazz in a cigarette advertising campaign of the 1980s. In their efforts at uncovering and understanding the historical, industrial-commercial, and cultural contexts for audiovisual advertising, authors have engaged with a multitude of sources in diverse ways: interviews with ad producers, research in historical and corporate archives, searches for audio and video sources, and, of course, extensive surveys of the literature. Whatever their sources, contributors to this section have investigated the processes, practices, and policies that have informed the uses of music in their advertising for specific tangible and intangible commodities, applying the resources of cultural studies and allied disciplines to arrive at their interpretations. That which unites our seemingly heterogeneous chapters is the reliance upon music to “make the pitch,” functioning as the “ultimate hidden persuader,” in the words of Nicholas Cook (2000, p. 122).

Readers are invited to pursue certain threads or through-lines as they work through this section of the volume. The concept and constituent elements of production necessarily link all of the chapters, yet specific themes reappear with some regularity between the contributions. Prominent among them is the practice of branding through music (and sound), to the extent that it most readily affects us cognitively, emotionally, and physiologically. A related concept is that of appeal through music, which the advertising industry can mobilize to invoke nostalgia (older songs known to the consumer) or currency (songs popular in the present) and thus create a hook for the consuming public. The tension between convention and creativity plays out in several chapters, typically influenced by budgetary concerns. Indeed, the economics of advertising through music is a factor informing those chapters not only about decision making on Madison Avenue but also about the labor of music and the role of unions in negotiating rights for musicians. The role of digital technology in the creation and circulation of advertising is one further theme that is repeated between chapters. Other through-lines exist within this section, which we encourage those interested in the topic of music and advertising to explore on their own by reading through and comparing the chapters.

We have organized chapters in this section into seven clusters, according to subject matter: they roughly follow the course of production of advertising music from conception through labor practices to uses of the finished product. However, the clusters—pairings and trios—exhibit a porosity of boundaries in content, approach, and even outcomes, so that another scholar might have grouped the chapters quite differently. In other words, the clusters represent one interpretation of the combinatorial possibilities afforded by the contributions of the authors for this section.

The section begins with two chapters about music and advertising before the 20th century, one from the 18th century, the other from the 19th, but both can be considered as case studies that model approaches appropriate to those eras. The following three-chapter grouping considers the selection and marketing of music, whether selecting it for advertising in general, using its potential to sell a musical commodity, or marketing it through contextual meanings. As the next cluster of two chapters reveals, the advertising industry must rely on skilled workers, whose collective voices expressed through unions were historically beneficial for musicians recording or composing for the industry. Then we pair chapters that study how products—whether high-end cars and appliances or music itself—are branded through music and sound. A cluster of three chapters picks up the corporate discussion, investigating the exploitation of music for the advancement of corporate image and style, for tobacco manufacturers, a car company, and the recording industry. The audiovisual formats of film, television, and video games all have spawned trailers and spots, which have been featured on large and small screens to advertise the future pleasures of consuming their commodities. Not to neglect radio, which has acquired renewed interest through the audio-only trend and podcasting, two of our chapters dedicate themselves to broadcast music, one to instantiate the domesticity of country in 1930s radio, the other to illustrate a utility’s attempt to woo its listening public in the 1940s.

Music and Advertising Before 1900

Bethany Blake’s chapter introduces us to the world of late 18th-century advertising of music in England, looking at glees and how publishers variously targeted women as consumers. She leads us through the ingenious strategies mobilized by publishers to increase market share, including references to leading singers and novel music formats. We also discover the performance history of the glee, which over the course of 50 years was transformed from an all-male entertainment to a middlebrow entertainment consumed by women. Blake demonstrates that while promotional methods may have differed, there is much that is contemporary in the publishers’ tactics of appeal.

The chapter by Remi Chiu and Dana Gorzelany-Mostak takes us into the mid-19th century and the troubling exploitation of Black bodies and voices by interrogating the story of conjoined African American twins Millie-Christine McCoy. The authors investigate how the marketing of the twins mapped problematic conceptions of normal versus “freakish” personhood onto white constructions of race. Using the polysemic image of the “nightingale” as their touchstone, they compare the rhetorical advertising strategies deployed for Jenny Lind and the McCoys to reveal the interchanges between exceptional ability and disability and issues of gender, race, and class in the 19th-century musical marketplace.

Selection and Marketing of Music

Peter Kupfer’s chapter draws upon extensive interviews with advertising music professionals and documentary sources from the industry to furnish us with insider perspectives on the business of music in commercials. His guiding question concerns the processes involved in the selection of music for audiovisual advertising, and in the answer he leads us through the complex web of factors behind such decision making: budget, lyrics, “feel,” and hipness all count among the considerations. Kupfer takes us through to the finished product, concluding that “creativity” is the crucial yet illusive element that unites the disparate aspects into a successful commercial and for which no quantitative measure exists.

Jim Buhler provides us with insights into the challenges of marketing equipment and software for music production, with a focus on the industry mindset and rhetoric in selling virtual instruments. As he shows, the advertising must play on the desire to make music effortlessly, and yet the demo used in the marketing must be such that the target audience can hear their own music-making in it. In developing these ideas, he focuses on marketing appeals to composers’ fantasies of the “epic” and “atmospheric,” of control over the machine. The chapter concludes with an explanation of why these two musical tropes (but especially the epic) have commanded such an influence over industry and consumer alike.

Willem Strank’s chapter introduces the concept of contextual marketing, whereby listeners to music advertise it through their participatory fan practices of labeling and compiling. He argues that such uses of music add layers of meaning and context to it, and these fan approaches then inform professional online contextualization, which leads to a new network of references and pop-cultural connections. As he guides us through various streaming services of the digital age, Strank shows how these techniques work and how the related platforms provide a snapshot of the status quo of online music distribution. In the end he considers the consequences of contextual marketing for the way we perceive and construct musical affiliations.

Music for Advertising and Labor

Jessica Getman opens to us the world of musicians’ unions between the 1950s and 1970s and how they contributed to the landscape (or soundscape) of the advertising industry. She has examined the papers of an executive with the major marketing firm J. Walter Thompson to uncover details about negotiations between the firm and its unions. In part due to the revitalized organized labor culture of the time, the musicians’ unions succeeded in obtaining updated guidelines regarding its members’ working conditions as well as improvements in salaries. Getman observes that the resulting benefits would impact the future use of music in commercial advertising across the industry.

Through Mark Laver’s chapter, we are invited to (re)consider assumptions about jazz and its musicians: he presents Toronto as a hot music industry pocket from the late 1950s to the early 1980s, with the jingle houses seeking jazz players for their lucrative work. As a result he proposes we rethink the presumed antagonism between jazz and commerce and reconsider the relationships between labor and play and between musicians and industry, especially as mediated by the union. He concludes his study at the outset of the 1980s with reflections on the deleterious impact of neoliberal business practices and government regulations on social networks among musicians and the musical work that sustains them.

Branding Through Music

Ken McLeod directs our attention to the sounds of everyday technologies for the purpose of audio branding, the creation of an entire sonic language for a brand. The sounds of cars and appliances can be intentionally designed to appeal to certain demographics by virtue of identity categories like gender, race, and social status; thus, BMW delineates distinct musical identities for their Rolls Royce and Mini Cooper brands. McLeod observes how such sonic tactics increasingly extend to other appliances, such as stoves, dishwashers, and computers, mediating our relationship with machines and playing a unique yet little-understood role in the construction of consumer identity.

Tim Anderson presents the practice of branding in the music industry of the 21st century in its intersection with one particular aspect of music supervision, the placement of precomposed music in audiovisual media. Through the trade literature he demonstrates how this convergence has resulted in a shift in the music industry, from the sale of records to the marketing of reputation based on the licensing of intellectual properties. As an example he studies in detail the long-standing symbiotic relationship between media actor, CSI: Crime Scene Investigation, and the Who. As Anderson concludes, music’s meanings can never be fully dissociated from issues of exchange and profit.

Advertising Corporate Style Through Music

The chapter by Dale Chapman takes us into the boardroom of corporate America, where we discover a firm exploiting music to market a hazardous product during the 1980s: the company is the Brown and Williamson (B&W) tobacco firm, and the music is jazz. His study of corporate correspondence reveals how, in planning the company’s “Musician” campaign for its Kool brand, the executives tried to identify the music’s affective resonances and its appeal to specific race and class demographics. We learn that B&W believed in the style’s ability to signify luxury taste and to mark upward mobility, yet the campaign failed, not least because of their ability to recognize the altered class valence of both jazz and cigarette smoking in the 1980s.

In Julie Hubbert’s chapter, the complex interactions of music, moving images, ideologies, and industrial production play out during the war years of the 1930s and 1940s. She takes the GM promotional film Master Hands as the basis for consideration—after sketching the history of Wagner on film soundtracks, Hubbert contextualizes GM’s attempts to establish its benevolence and belief in progress through technology. We discover how Master Hands had its origins in Detroit and the Jam Handy studios and how composer Samuel Benavie drew upon Wagner at a time when the German composer’s star in America was in decline. But Hubbert concludes that Wagner’s music came to serve as the soundtrack for industry and anti–New Deal propaganda.

The chapter by Laurel Westrup provides a fine-grained analysis of the music industry’s posthumous marketing of Kurt Cobain’s band Nirvana. In it, she establishes how Nirvana’s recordings and Cobain’s unreleased solo tracks have served as lucrative assets for Geffen Records and their corporate parent, Universal. Westrup surveys Geffen/Universal’s strategies in packaging and marketing Nirvana; Geffen initially followed Cobain’s lead, striking a balance between underground credibility and mainstream promotion, while Universal increasingly lost that balance. Her case study demonstrates the complex negotiation of industrial forces, legal concerns, fan demand, and artistic integrity involved in marketing a major act like Nirvana.

Advertising Audiovisual Entertainment

The chapter by Catrin Watts analyzes in detail structural conventions as well as innovations in cinematic trailers for contemporary action films. Following an introduction to the study of music and sound in trailers, she proceeds to examine the six principal types of structure in these trailers, dividing them into segments according to visual, formal, and musical articulations. Then Watts compares the lengths and order of trailer sections to arrive at a typology, basing her observations on study of 50 action-adventure trailers. She concludes that music plays an integral role in unifying and organizing the trailer’s materials into a compact audiovisual experience, but opines that more analysis is needed to understand how music taps into mechanisms of appeal.

James Deaville’s chapter addresses the overlooked audiovisual format of the television trailer or spot as a form of last-minute advertising for a feature film. After discussing the role of music and sound in the TV spot, he explores the early history of television and traces the fraught relationship between film and television through Hollywood’s gradual recognition of the value of TV as a promotional vehicle in the 1950s. Analysis of the soundtracks to the cinematic trailers and television spots for Goldfinger and Barbarella in the 1960s and The Dark Knight Rises in the 2010s demonstrates the increasingly central role of music in creating the urgency behind the audience appeals of the spots.

William Gibbons considers the successful television advertising campaign for a video game console, the Atari VCS console, in the context of industry struggles in the early 1980s over how to market their products. In particular, Gibbons explores the company’s “Have You Played Atari Today?” campaign in terms of how they used it to shape a home audience for game consoles and, in doing so, established standards for the industry. For the ads, Atari created a jingle with a memorable musical hook, variable lyrics, and flexible musical style that was effective in conveying its message of the VCS as a game system that belonged in the home while bringing together neighborhoods and creating community.

Selling on Radio

David VanderHamm introduces us to radio programs of the 1930s called barn dances, which provided listeners with “downhome” country music and comedy. With broadcasters as “radio friends” emanating a rhetoric of warmth and naturalness, we can understand how the music programs and friendly address enabled sponsors to unobtrusively insert advertising into rural forms of sociality. Through business correspondence, transcription discs, listener surveys, and scripts, VanderHamm demonstrates how musical performances, advertising, and on-air patter worked together to cultivate a mediated friendship and to promote an idealized rural past that provided a perfect context for advertising pitched to the domestic consumer.

In her chapter, Rika Asai closely examines the relationships between a radio-variety program of the late 1940s, Echoes of New York, and its sponsor, New York City’s electric utility, Consolidated Edison. By consulting scripts, scores, and financial documentation, she also establishes the role of advertising agency McCann-Erickson, which created the show and was responsible for its musical component. Consolidated Edison’s advertising was not product driven but centered primarily on enhancing the company’s image, on creating “good will” with its listening community by offering the public musical entertainment as well as educational programming.

Appendix

Lawrence Harte’s chapter forms a pendant to that by Peter Kupfer (see Chapter 3), leading the reader through the process of setting music to moving images in the service of advertising. His insider’s perspective provides insights into such topics as the purpose of music in audiovisual marketing, the processes behind the selection and licensing of advertising music, the synchronization of music and video, and the measurement of music effectiveness. The division of the text into short paragraphs facilitates the chapter’s use as a reference source that illustrates the many stages and considerations involved in the production of music for advertising.
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chapter 1

 Advertising the English Glee to Women, 1750–1800


Bethany Blake



The glee reached the height of its popularity during the 1780s and 1790s in London through publications that embraced women as potential consumers and performers. Only a few decades prior, however, this harmonized English genre was strongly connected with all-male associations. Elite vocal clubs such as the Noblemen and Gentlemen’s Catch Club (hereafter “Catch Club”) had been responsible for the glee’s ascendancy in the mid-1700s, promoting the genre as a worthy successor to the 16th-century English madrigal through private concerts and aristocratic patronage. As vocal clubs sought to present the glee as an elevated form of art music, they also took advantage of London’s burgeoning music market to build the genre’s reputation. The glee assumed greater prominence in performance and print outside of associational culture, leading to transformations in compositional style that accommodated both household performance and public performance by women and mixed-gender forces. This transformed the glee from a genre with highbrow aspirations into something akin to middlebrow culture. As an aesthetic category, the middlebrow label is typically applied to late 19th- and 20th-century Anglo-American musics that occupy a middle space between highbrow art and lowbrow popular culture (see Jaillant, 2014; J. S. Rubin, 1992). It is often used in reference to high culture that is popularized in some way. In suggesting that the 18th-century glee can also be viewed as middlebrow, I call attention to the ways in which coinciding social and aesthetic aims gave rise to fluctuating and sometimes contradictory criteria for assessing cultural value.

The glee’s transformation into a middlebrow genre was primarily catalyzed by the ways in which it was marketed to broader audiences, through techniques that emphasize its growing mass appeal over its initial cultural rarefication. Since the history of the glee is interwoven with the history of English gender conventions, to a large extent the marketing of glee publications was contingent upon the gender of targeted consumers (Cencer, 2017). Methods of advertising the glee thus reflect broader ideas concerning 18th-century marketing practices and gender, which is the focus of this chapter.

The chapter is divided into three main sections. The first encompasses a brief overview of the early phase of the glee’s history, which was shaped by all-male aristocratic connoisseurs within the predominantly private environment of the homosocial club. I explore how the initial patrons of this genre, in most cases Catch Club members, worked to generate a canonical body of glee repertoire through an annual competition and related club publication. Their intention was to purpose the glee as representative of an English national music identity, one that could hold its own in comparison to musics performed in mainland Europe.

The second section considers how methods of advertising glee publications changed in response to shifting consumer demographics. Aristocratic endeavors to fashion the glee as a cultivated, national art song ultimately backfired. Club competitions and publications led to more public performances of glees, which in turn created more opportunities for glee composers to publish outside of the club’s purview. As the glee became more mainstream (and profitable), its ambitions of high art status began to dovetail with commercial aspirations. The biggest impetus for developments in marketing approaches involved selling the glee to women. Beginning in the 1770s, glees were written for mixed-gender performing forces for public concerts and theatrical entertainments with mixed-gender audiences. As some of those glees were subsequently sold as sheet music, publishers undoubtedly realized that women constituted a relatively untapped market for the domestic performance of glees. As we shall see, glees marketed for female consumers were published in anthologies, periodicals, sheet music, and novelty formats, such as music printed on folding fans and playing cards.

The final section of this chapter considers more broadly how the glee’s circulation within a capitalist music market impacted the genre’s compositional style, performance practices, and ultimately longevity. For example, prior to 1780, keyboard accompaniment parts in glee publications represented the exception rather than the rule. By the end of the 18th century, obbligato piano accompaniments had become standard to glee publications. During the last two decades of the century, instrumental arrangements of glees became popular as well. Moreover, a particular type of glee emerged that greatly expanded the body of glee repertoire: the harmonized solo song. More often than not, aristocrats who had promoted the glee in its earlier phase declared that such arrangements were falsely advertised as glees, since they did not originate as polyphonic music and were typically simpler in harmonic language and level of musicianship than the type of glee composed for all-male clubs. Composers, on the other hand, were eager to profit on harmonized glees, due to their relatively low effort-to-profit ratio. The harmonized glee constituted the closing phase of the glee’s heyday.

The Glee as Cultivated Art Song

Several all-male partsong societies were founded in London during the 18th century. In addition to the Catch Club, which still exists today, other examples of all-male clubs include the Madrigal Society (also still active, though now of mixed gender), Glee Club, Anacreontic Society, Concentores Society, Graduates Meeting, and Harmonists Society. The Catch Club was the most influential of these societies: it was founded in 1761 by eight aristocratic amateur musicians and one antiquarian musician, Edmund Thomas Warren, who fulfilled secretarial duties. The aristocratic amateurs quickly realized that they would benefit from professional musician members for both composing new partsongs and performing them at meetings. Within two years, the club had therefore expanded to accommodate two types of members: aristocratic amateur musician members and professional musician members referred to as either honorary or (ironically) privileged members because they did not pay club dues. Privileged members were denied voting rights, which kept associational power firmly within the hands of the aristocrats. Their membership included titled earls, dukes, viscounts, and baronets, and untitled judges, doctors, and major generals. The Prince of Wales, who became George IV in 1820, was the club’s most prestigious member (Robins, 2006, p. 157). Privileged members included famous composers such as Thomas Arne, Samuel Webbe, Benjamin Cooke, John Stafford Smith, and John Wall Callcott, and weekly meetings were held in a private tavern room in London. The Catch Club initially met at the Thatched House Tavern, then moved to St. Alban’s Tavern, both owned by William Almack (the Duke of Hamilton’s steward; the Duke was a Catch Club member). These meetings were neither advertised nor reported upon, but the club relied heavily on its prestige to endorse publications of winning songs generated through the annual competition. Yet in entering the music publishing market, the Catch Club ultimately lost control of the genre they had worked so hard to promote.

During the 17th and 18th centuries, British associational culture was primarily an all-male affair. Women’s music making was typically confined to the domestic realm, which precluded their participation in such associations. For vocal clubs such as the Catch Club, whose meetings usually entailed lavish dining and the sustained alternation of toasting and singing after the meal had concluded, female attendance would have challenged the normative codes of conduct. Song lyrics promoted brotherhood, treated women as lovers or shrews rather than equals, and contained suggestive jokes seen as unsuitable for mixed company. An anecdote concerning the Anacreontic Society illustrates the implications of inviting women into the men’s space. At a meeting in the early 1790s, the society invited the Duchess of Devonshire to visit the singing portion of the meeting. The singers compensated for the Duchess’s presence by performing the usual meeting repertoire (with lyrics deemed inappropriate for female ears) in a more inhibited manner. This affront to the usual gregariousness upset several members, prompting their resignations and disbanding the club (Parke, 1830, p. 83).

One exception permitted women to attend club meetings, designated as “Ladies Nights.” Several all-male vocal societies hosted such events, in which the men performed for their wives, mistresses, and female friends. However, these evenings were by invitation only, and the featured music was censored so as not to offend “the fair sex.”1 Women rarely participated in singing at Ladies Nights, in part because the vocal parts favored lower singing registers. Through curating both the repertoire and attendees at Ladies Nights, the Catch Club managed to align their conception of the glee as a high art song with its initial promotion to a male consumer base.

For the club’s aims of forming an English vocal canon, the glee offered many points of connection with the Elizabethan madrigal. Unlike the short and succinct catch, glees were multisectional songs for three or more voices that often concluded with a refrain set in all voices. Catches had been popular since the 17th century, as demonstrated by Henry Aldrich, John Eccles, and Henry Purcell (Hilton, 1652; Purcell, 1732). They were prized for their display of polyphonic wit and entertainment value, but English critics did not consider them as artistic or timeless as the madrigal, which might have hindered their popularity (see Austern, 2013). Furthermore, in a musical climate where cosmopolitanism and Italian music dominated, connecting the lesser known English glee to the more familiar Elizabethan madrigal proved effective in identifying both with English national identity. In an essay from 1801 relaying the history of the Catch Club, John Wall Callcott writes:

It may be observed that the Madrigal to [originally “words of poeti” crossed out, then “poetical” crossed out] is the original source of the Glee as the Motett is of the Anthem and that our own composers, two hundred years past equaled if not excelled their contemporary Italians in the Time of Weelkes, Wilbye, Bennet, Morley and etc. To revive neglected music of that period and to encourage the efforts of rising talents a few of the English Nobility and gentry in Nov. 1761 formed the design of establishing a Catch Club and the Earl of Eglinton and Sandwich were the first institutions of the society. (Callcott, 1797–1801, pp. 143–144)

Callcott’s revision regarding “poetical” reveals his attempt to link the cultural status of the glee to that of the madrigal through their shared integration of literature and music, a useful strategy for promoting the glee. Other privileged members of the Catch Club, including Richard Clark and William Hayes, echoed Callcott’s arguments in their own publications (Clark, 1824, pp. i–ii; Hayes, 1757, Preface).

The Catch Club’s promotional practice of relating the glee to the madrigal is supported by Warren’s occasional classification of Elizabethan madrigals as glees in both the club’s music manuscripts and annual Collection of Catches, Canons and Glees (Table 1.1). The Collection was edited by Warren and contained partsongs that had been awarded prizes the previous year in the club’s annual composition competition, as well as other newly composed partsongs by members and (occasionally) 16th- and 17th-century madrigals or catches. The inclusion of new and old music helped to reinforce the perceived link between glee and madrigal. The late 19th-century historian David Baptie even declared that the glee had achieved more historical prominence than the madrigal, writing, “While in the madrigal our composers have never been surpassed, we can proudly add that in the glee we are—and ever have been—absolutely unrivaled” (Baptie, 1895, p. 152).



Table 1.1 Madrigals Retitled as “Glees” in Warren’s Collection


	Orlando Gibbons, 1612
	“The Silver Swan”


	John Bennett, 1599
	“When as I Look’d on My Dear Love”


	Thomas Weelkes, AD 1600
	“The Nightingale”


	Thomas Morley, 1596 [misattributed, should be John Farmer]
	“Fair Phyllis”


	Michael Este, n.d.
	“How Merrily We Live That Shepherds Be”


	Morley, 1600
	“Within an Arbour of Sweet Bry’r”


	Ravenscroft, 1614 [misdated, should be 1609]
	“We Be Three Poor Mariners”


	Nicholas Freeman, 1667
	“Of All the Brave Birds That Ever I See”


	Thomas Ford, 1620
	“Since First I Saw Your Face”


	William Byrd, 1563
	“How Oft the Heathen Poets”


	Huberto Waelrant, 1590
	“O’er Desert Plains and Rushy Meers”



Shortly after the Catch Club formed, its members sought to commission glees through a competition. The minutes of the May 1762 meeting recorded a resolution:

Resolv’d, that a Premium of a Gold Medal of ten Guineas value, or ten Guineas be given for the best Catch, Canon and Glee, words and Music new, and a Premium of half the value, for the second best of Each and that Mr. Secretary Warren do publish the same in the Daily Papers from time to time. (H.2788.rr, 1762, p. 3)

The reference to the “Daily Papers” is important, for it indicates the efforts put forth to adequately advertise the competition to attract skilled composers. As early as 1764, the competition was announced in foreign papers as well, with the instruction that the advertisement “be Translated into French and Italian in order to be inserted in the Foreign Gazettes.”2 In advertising internationally, the club aimed to increase continental awareness of both the catch and the glee, and to promote international representation through the allowance of foreign language submissions. However, from 1769 on, the competition clearly positioned the glee as the predominant English national genre over the catch and canon, reflected in the creation of two separate categories for “cheerful glees” and “serious glees,” as well as the elimination of the foreign language glee category (Cencer, 2017, p. 84). Having two categories affirmed the wide-ranging subject matter glees could cover and likely encouraged the practice in the late 18th and 19th centuries of classifying glees according to their textual content, as in fairy glees, humorous glees, commemorative glees, and so on. The competition continued through 1794, after which it was temporarily discontinued due to the death of Thomas Warren, its primary organizer.3 Nevertheless, over these three decades, the club had commissioned hundreds of glees through the competition.

New Methods of Advertising Glee Publications

Through their composition competition and Collection publications, the Catch Club promoted the glee as they had conceived of it and performed it: a genre for male voices. This qualification is maintained to this day, as exemplified by the club’s most recent historical account published in 2014, in which current member James Wilkinson defines the glee as “an unaccompanied part song, usually for three or more male voices, which flourished in England from about 1750 until the First World War” (Wilkinson, 2014, p. 47). Wilkinson simply cites “Grove” as his source. Yet David Johnson’s current Oxford Music Online entry is slightly different, beginning with this sentence: “A type of unaccompanied partsong, typically for male voices though often including female voices [italics mine], which flourished in England from about 1750 until World War I” (Johnson, 2001). Wilkinson’s omission of Johnson’s reference to female voices demonstrates that the Catch Club continues to characterize the glee as an all-male genre. This is not at all surprising, considering that their meetings, apart from Ladies Nights, are (and always have been) limited to men.

By the 1770s, however, the glee had increasing public purchase as a mixed-voice genre. Both performers and audiences were typically of mixed genders in public venues where glees were featured, including pleasure gardens, theaters, and concert series. Unlike on the European continent, in England women were allowed to attend pleasure gardens, theaters, and concert venues unescorted by men, which implies that women made up a substantial proportion of the audience (Weber, 2008, p. 24). The glee was first introduced to the concert stage through the pleasure gardens, with the first documented pleasure garden concert of catches and glees occurring in 1765, only a few years after the formation of the Catch Club (Robins, 2006, pp. 109–110). In the early 1770s, concurrent with the emergence of Ladies Nights, Thomas Arne began presenting catch and glee concerts paired with theatrical productions that featured mixed-gender ensembles, and other composers followed suit. By the early 1780s, audiences expected to hear premieres of new glees in plays and ballad operas, revealing the extent to which glees had become integrated into public performance culture.

Chapter Nine of The Ladies New and Polite Pocket Memorandum-Book of 1780 supports these observations. The chapter’s title, “The Most Esteemed New Songs, Sung at Vauxhall, Ranelagh, the Theatres, and Catch Club,” demonstrates that there was indeed an overlap in song repertoire between the private club and the public theater (The Ladies New and Polite Pocket Memorandum-Book, 1780). In the attempt to render the music more suited to stage performance, partsongs that had been sung in the manner of chamber music, with one on a part during club meetings, acquired a choral element either through increasing the number of individual vocal parts or by assigning multiple singers to each part. Similarly, partsongs that had been sung a cappella by clubs were enhanced by piano or orchestral accompaniments. Voice doubling and accompaniments had been added to a cappella glees in pleasure garden concerts since the late 1760s (Robins, 2006, p. 108).4 The end result was an amplification effect, fitting for the less intimate performance environment of the public concert.

Since women were performing glees and attending concerts featuring the genre, it follows that composers and publishers began to market glees to them for domestic performance and entertainment. Most aristocratic women studied music at home, and by the turn of the 19th century the piano had become a staple accoutrement of the wealthy household. To accommodate women’s vocal ranges, SATB arrangements of AATB glees became prevalent beginning in the 1780s. All vocal parts except the bass were notated in treble rather than alto and tenor clefs (E. Rubin, 2003, p. 394). Treble clefs rendered the music more accessible on two levels: amateurs tended to be most literate in treble notation, and both sopranos and tenors could sing the same parts (with tenors an octave lower), thus increasing the consumer base for publications in these notational formats. Retaining the bass clef for the lowest part encouraged mixed-gender performances in the home, either with family members and friends or perhaps with female pupils and their male music instructor. The addition of keyboard accompaniments, initially more so as figured bass symbols and then more frequently as obbligato written-out parts, made it much easier for amateurs to sing the correct pitches and enabled women to accompany themselves as they sang. The added accompaniments also made it possible to omit the bass, as it would have been covered by the keyboard part. Many of these adaptations acknowledge the growing presence of the piano in the aristocratic home, thus fulfilling a demand for repertoire that was suitable for performance in the salon setting.

In addition to arranging AATB glees for amateur domestic performance, composers created new glees specifically for women. Such glees were often published in anthologies for various combinations of upper voice parts, including SSA, SAT, SSB, and SATB. Indeed, the most common publication format for glees during the second half of the 18th century was the anthology (both single and multiauthor), featuring a multitude of glees, often composed within a span of a few years. The Catch Club paved the way for this format with their annual Collection. In marketing to women, composers simply modified their approach by designating their intended audience through title and subject matter. As early as 1762, Samuel Webbe published The Ladies Catch Book: Being a Collection of Catches, Canons and Glees: The Words of Which Will Not Offend the Nicest Delicacy, which was so successful that it was reissued throughout the 1760s and 1770s. Another anthology, The Ladies Collection of Catches, Glees, Canons, Canzonets, Madrigals, &c., was published in several editions between 1787 and the early 1800s and featured a variety of composers, thereby broadening its appeal. Other examples include Musicae Vocalis Deliciae and Apollonian Harmony—both were published around 1790, are composed of two volumes, and in good marketing fashion proclaim that the words to the songs are “consistent with female delicacy.”5 Samuel Webbe Sr. also edited a collection titled Six Glees, with the inscription “composed by an amateur, and most respectfully inscribed to Miss Fisher” (1785). The emphasis on an undisclosed amateur composer, combined with the dedication to the famous British courtesan and actor Kitty Fisher, effectively advertised the volume to female amateur musicians.

Richard John Samuel Stevens’s Eight Glees Expressly Composed for Ladies of 1796 exemplifies how glees were composed and published with a female clientele in mind. Stevens was a Catch Club member, as well as a founding member of the Harmonists Society. Before publishing Eight Glees, he introduced manuscript glees at multiple Ladies Nights concerts for the Harmonists Society, claiming he was “glad of the opportunity of exhibiting them to so much advantage” (Argent, 1992, p. 98; see also p. 107). Musicologist Mark Argent suggests that the female attendees may have sung the occasional soprano parts during these concerts (p. 98). If Argent is correct, it is likely Stevens used the concerts to evaluate glees he had written for female singers. Eight Glees contains the following songs, several of which are based on texts by Shakespeare:



• “Blow, Blow Thou Winter Wind”

• “Send Home My Long Stray’d Eyes”

• “Doubt Thou the Stars Are Fire”

• “Belinda See from Yonder Flowers”

• “Now the Hungry Lion Roars”

• “She Is Faithless and I Am Undone”

• “Charming to Love Is Morning’s Hour”

• “Balmy Gale”



Stevens dedicated the collection to two sisters, Maria and Frances Simpson, “by their most obliged humble servant” (Argent, 1992, p. 106). Stevens states in his memoir, Recollections, that both women were his pupils, that they granted him permission for the dedication, and that Frances, being the eldest, gave him 10 pounds as recompense (Argent, 1992, p. 106). Stevens’s anthology contains glees written for SATB and SSB voices. As all eight songs contain bass parts, they would have been particularly appropriate for vocal masters to sing with their aristocratic students in a domestic setting, as Stevens and the Simpson sisters certainly did. In dedicating his collection to his students, Stevens effectively advertised it to other vocal instructors. The song lyrics and vocal scoring also enhance the anthology’s marketability by supporting repertoire appropriate for all singers regardless of gender.

As a more affordable alternative to the established anthology format, sheet music increased in sales in conjunction with a growing middle-class consumer base. Sheet music was more ephemeral than anthologies, and publishers maximized its sales potential by linking individual songs with professional female artists, foreshadowing the Tin Pan Alley approach of using singers as song endorsements. For example, Samuel Webbe Jr.’s glee “British Sentiments” is “respectfully dedicated to” Elizabeth Billington, a singer who became famous in the 1780s and 1790s by performing at the Handel centennial commemoration concerts, Concerts of Ancient Music series, Professional Concerts, and Vauxhall Gardens. “British Sentiments” had recently been premiered at Samuel Harrison and Charles Knyvett Sr.’s Vocal Concerts, a prominent subscription concert series founded in 1792 by privileged Catch Club members. Even though “British Sentiments” was performed by men, Webbe’s dedication to Billington was intended to increase sales by drawing on her lofty reputation as a professional singer. The Vocal Concerts did feature mixed-gender glee performances, however, as evidenced by this statement from the second edition of Grove’s Dictionary of Music and Musicians (in reference to the 1790s concerts): “Mr. and Mrs. Harrison and Bartleman were the principal singers, and were assisted in the glees, which formed the principal feature of the concerts, by Mr. Knyvett jun., Master W. Knyvett, and others.” The author adds that Mme. Dussek and Miss Poole (afterward Mrs. Dickons) joined the regularly featured female vocalists in 1793 (Fuller-Maitland, 1910, p. 359). Sheet music containing glees from the 1790s and 1800s frequently mentions the Vocal Concerts and various performers associated with them, thereby serving a valuable promotional function.

Finally, in addition to anthologies and sheet music, serial anthologies were especially popular during the second half of the 18th century. More affordable than bound books, they provided a wider consumer base with the option of purchasing each issue as it was published. Wealthier consumers then had the option of overcoming the periodical’s ephemerality by binding various periodical installments (either related or not) together into larger volumes, demonstrating that the miscellany concert principle of combining various vocal and instrumental genres was also realized through print (E. Rubin, 2003, p. 394). This practice may have been modeled on literary periodicals, which contained a mixture of poetry, prose, word games, song texts, and the occasional music score, as in The New Lady’s Magazine; or, Polite and Entertaining Companion for the Fair Sex (ca. 1786). In short, these periodicals functioned as affordable, renewable sources of entertainment.

The recreational connotation of periodicals, combined with their conveyance of current news and fashion advice, located them within the domestic domain, although as literary scholar Shawn Lisa Maurer argues, the periodical genre contributed “to the construction of a class-specific gender identity that succeeds as ideology not, as is usually assumed, by separating the feminine private sphere from the masculine public one, but by delineating the private as an important locus of masculine control” (1998, p. 3). Maurer cites how men’s periodicals such as Edward Cave’s Gentleman’s Magazine reinforced pervasive beliefs concerning masculine identity in part through refashioning women’s gender roles (p. 4). Similarly, the censorship of song content in music periodicals marketed to women reflects an effort to maintain masculine control over the domestic sphere.

The most well-known partsong periodical was Amusement for the Ladies: Being a Selection of Favorite Catches, Glees and Madrigals, Several of Which Have Gained the Prize Medals of the Noblemen & Gentlemen’s Catch Club. It was originally issued around 1780 as three volumes of three books each by Longman and Broderip, a prominent publisher that highlighted its reputation as music sellers to English royalty.6 Publication dates were not printed, but the chronology of subsequent reissues can be surmised through a comparison of extant sources and their publishers. It appears that Longman and Broderip reissued all three volumes between 1785 and 1795 under this modified title: Amusement for the Ladies: Being a Selection of the Favorite Catches, Canons, Glees, and Madrigals; as Performed at the Noblemen & Gentlemen’s Catch Club Including the Most Popular Which Have Gained the Prize Medals. The new title inserts both a statement claiming the songs were actually performed at club meetings and the word “popular.” These edits lent a sense of quality and authenticity to the music by demonstrating their deliberate cultivation by the Catch Club, as a means of using the club’s prestige for commercial appeal. Longman and Broderip published volumes 18 through 31 of Warren’s Collection between 1779 and 1792, when Amusement for the Ladies was first issued. Around 1800 Broderip and Wilkinson reissued Amusement for the Ladies again, and around 1810 it was reissued by the original publisher, Longman and Broderip, as well as by Preston, another London publisher. This rich publishing history, possibly spanning 30 years and involving three publishers, attests to this anthology’s relevance for extending the glee’s consumer base, as well as the extended appeal of a specific body of repertoire.

In each of the nine books, the majority of songs are glees, supplemented by madrigals, nonbawdy catches, and the occasional canon, rondo, round, or elegy. The glees are mostly pastoral or patriotic in nature. The presence of madrigals is reminiscent of repertoire performed at Ladies Nights, and the expectation was that women would have already been familiar with them. Written for three to four a cappella voices (usually SSB or SSTB), these songs would have been appropriate for female singers. Individual books within the Broderip and Wilkinson issue at the Bodleian Library are signed by the Countess of Mansfield, evidence that these books were patronized and possibly used by female consumers (Harding Mus. E 646–48).

Other serial music anthologies aimed at women often contained solo songs with accompaniment, as in The Lady’s Musical Magazine; or, Monthly Polite Repository of New Vocal Musick by the Principal Composers in Europe (1788). The Piano-Forte Magazine, printed between 1797 and 1802, contained various vocal and instrumental genres, including catches, canons, and glees consisting of 16 volumes in all. Warren was responsible for editing a periodical that was colloquially referred to as “Warren’s Monthly Collection,” which was likely first published as early as 1765. The entire collection was then reissued as a single volume entitled A Collection of Vocal Harmony around 1775. Warren’s periodical demonstrates that the Catch Club was well aware of the potential of periodicals to promote the glee genre. One periodical, The Gentleman’s Musical Magazine; or Monthly Convivial Companion, functioned as a male corollary to periodicals for ladies (1788). It contained “Anacreontics, Cantatas, Catches, Glees, Hunting Songs, and Sea Songs.” Anacreontics, poems written on topics of love and wine in the style of the Greek poet Anacreon, were common to most men’s periodicals, both music and literary, pointing to intertextuality within periodical and partsong culture.

By the late 18th century, the music market was saturated with glee publications, prompting some publishers to seek out new methods of commodification. One solution was to utilize items associated with female leisure. For example, images related to dancing or music were engraved on ladies’ folding fans, as in the “New Opera Fan for 1797,” which included a depiction of the opera boxes with corresponding names of occupants. Musical instrument maker and publisher George Smart appears to have achieved financial success by printing partsongs in an unconventional format. He issued two collections of songs, both entitled The Vocal Pocket Companion, around 1785 and 1789 when the glee was at the height of its popularity. This music appears on individual cards resembling a deck of playing cards and is stored within a portable slipcase. Smart advertised these musical cards through their novelty appeal and through their dedications to female aristocratic socialites. The dedication to the first collection reads, “Humbly Inscribed to Mrs. Crewe by Her Most Obedient & Obliged Servant G. Smart.” Baroness Frances Anne Crewe was the wife of Baron John Crewe, a member of Parliament. She cultivated a career as a political hostess and gained a reputation for throwing lavish parties. The wording for the second dedication to Lady Elizabeth Yonge is similar. She was the daughter and heir of a wealthy London pewterer and wife of Parliamentarian Sir George Yonge. Card playing was a popular pastime among the elite. Smart targeted the aristocratic consumer through his presentation of The Vocal Pocket Companion as a leisure item dedicated to renowned women.

It is possible that these female dedicatees bestowed commissions on Smart as payment for his dedications. As precedent, the wives of other important aristocrats are known to have acted as patrons for 18th-century glee anthologies. The cards’ financial value reinforces their status as fashionable commodity, since, priced at 10 shillings six pence, these cards sold for the same price as full-size anthologies of partsongs. Sheet music, by comparison, was typically one shilling, which itself was the usual daily wage for most laborers. The Vocal Pocket Companion’s cost delimited its audience, thus rendering it as a status symbol.

Redefining the Glee as Middlebrow

By the turn of the 19th century, composition and performance practices associated with the glee had changed significantly, mostly in response to a growing female consumer base. Changes in vocal scoring, textual content, and the addition of piano accompaniment parts all contributed to this transformation. The Catch Club has remained firm in the performance of unaccompanied glees to this day, yet some of its members were pioneers in this practice, including William Jackson, Callcott, and Stevens. Moreover, Stevens arranged his three-voice glee “O Strike the Harp in Praise of Bragela” for a “double accompaniment for the piano forte,” in which two players could accompany themselves on one piano. Stevens claims that he was the first to compose double accompaniments, and that he did so for two sisters, Anna Maria and Susan Jeffery, with whom he sang the bass part (Argent, 1992, p. 96). Benjamin Cooke’s “Hark! The Lark,” a four-voice glee performed at Vauxhall Gardens, includes both violin and harpsichord accompaniments. The composer states at the top of the printed music that the violin part may alternatively be “played an octave higher (with very little omission or variation) by another hand on the same Harpsichord.” During the last two decades of the century, instrumental arrangements of glees became popular as well, thereby joining the new accompaniments in promoting glee performance to broader circles.

Perhaps the most revolutionary change, however, was the clever approach of harmonizing solo songs and marketing them as glees. Such harmonizations greatly expanded the core body of glee repertoire. This practice greatly irritated many of the aristocratic members of the Catch Club, who perceived that composers were betraying the integrity of the genre for the sake of a profit. Ironically, one reason for the increase in harmonized glees was a lack of interest in new glee composition; while the Catch Club’s competition ceased in 1794 due to Thomas Warren’s death, it had attracted significantly fewer entries during the 1790s than several decades prior. Since it was easier to arrange preexisting songs than compose new ones, several privileged members capitalized on their harmonizations. For example, in Stevens’s Eight Glees, “Doubt Thou the Stars Are Fire” is specified as “Harmoniz’d From a Song of the Authors.”

Harmonized glees were especially popular with female clientele, and their heyday coincided with the advent of private subscription salon concerts hosted by upper-class women. It appears that such events arose in the 1790s to maintain a level of class exclusivity in response to the growth across social ranks in public concert attendance. Musicologist Ian Taylor suggests that

the declining levels of exclusivity amongst audiences at venues such as the Hanover Square, Willis’s and the King’s Theatre concert rooms may have played a pivotal role in the development of an alternative strand of concert-giving, through which those in control were allowed to regain complete authority over the attendant audiences. Like the previously cited Concerts of Ancient Music, these domestic performances allowed for both the restoration of the sort of studied social framework now felt to be so lacking in the West End and for the provision of an ideological rebuke to the emerging commercial class, their location within the homes of the city’s landed elite offering a very obvious illustration that money could not ultimately buy acceptance or success. (2010, p. 123)

One such series known as the Ladies Concerts occurred between 1791 and 1807 in the homes of its female subscribers. The concerts featured mostly vocal music with some orchestral pieces. Such private concert series provided women with the rare opportunity to serve as patrons and directly impact musical life in London. These activities intersect with opportunities women writers had achieved by the 1790s, when women experienced an unprecedented degree of public visibility as booksellers and periodical/newspaper editors. More women became self-sufficient also as cultural producers, educators, and stage performers (Guest, 2013, p. 8). As early as 1760, the operatic soprano Teresa Cornelys hosted concerts in Carlisle House, her rented mansion. Despite the elite audience, miscellany-style Ladies Concerts programs included three-voice harmonized glees, as in “A Shepherd Once Had Lost His Love” (ca. 1795), an anonymous SSB arrangement of a solo song by Storace originally sung by Mrs. Bland in the comic opera The Cherokee. This song would have been familiar to audiences at the time, and the triadic melodies and Alberti bass accompaniment patterns would have been manageable for amateur performers in domestic settings.

In addition to composers arranging their own solo songs for public consumption, they often arranged those of their colleagues. For example, professional singer Mrs. Harrison is listed in the Vocal Concerts program for April 25, 1793, as one of the performers of William Jackson’s harmonization of Thomas Arne’s air “Where the Bee Sucks” ([1780]). Michael Arne (Thomas’s son) composed “Sweet Poll of Plymouth” for John O’Keeffe’s farce The Positive Man (1782); the song subsequently appeared both as sheet music and in the Edinburgh Musical Miscellany (1793), and its ensuing popularity must have inspired Samuel Webbe Sr. to harmonize it. Webbe also arranged songs by other well-known glee composers, such as Thomas Arne’s “What Pleasing Pains,” William Boyce’s “What Medicine Can Soften,” and several traditional Scottish airs. The latter were particularly popular at the time, ensuring that consumers would recognize the titles of original tunes and be more inclined to purchase the harmonizations.7

Publication of partsong anthologies and periodicals decreased after 1800, but releases of individual harmonized glees increased between 1800 and 1820. Musicologist Emanuel Rubin suggests that this could be due to the affordability of single publications, as well as their ephemerality, pointing to the glee as newly commodified for domestic entertainment. Anthologies, by contrast, were becoming more appropriate for association libraries and serious collectors (E. Rubin, 2003, p. 392). By the late 19th century, glees had been reframed as “classic” songs that were easier to sing than the newer, chromatic ones (E. Rubin, 2003, p. 393). Late 18th- and early 19th-century anthologies were often reissued over a period of a few decades, as in Webbe’s Convito armonico, originally published in 1808 with multiple reprints into the 1830s. Convito armonico features a variety of partsong composers and genres, but songs are reduced to two staves to facilitate accompaniment. Thus, the practice of repackaging old glees in new formats continued into the 19th century. By the 1810s, the glee in its original form as an all-male art music genre was barely recognizable, and it had become firmly entrenched as a middlebrow genre, with considerable assistance from promotional practices. On its journey from the exclusive all-male club, to the public concert hall, before finally residing in the family home, the glee was transfigured from a national cultural emblem into a domestic pastime, from a cultivated art song to a commodity subject to the vagaries of commerce.

Catch Club aristocrats have consistently promoted the glee at their meetings, but the types of glees they have historically endorsed are generally representative of the mid- rather than late 18th century. To acknowledge the genre’s full history, historians of the glee must instead take its marketing to women into account, as fundamentally altering the texts, compositional style, performance practices, and very performers and listeners of glees. They must also question the connection between cultural and gender hierarchies, positioning the shift from a highbrow all-male to a middlebrow mixed-gender genre as a transformation wrought by changes in music circulation in London rather than the dilution of the genre’s quality. In promoting their glee anthologies, publishers relied in part on the recognized prestige of the Catch Club, but they also based advertising decisions on consumer demographics and current views on music aesthetics and affect. The prestige factor formerly supplied by the Catch Club’s name was later fulfilled by the prestige of female dedicatees. Such advertising practices facilitated a broader shift in the framing of the glee genre, from a national symbol of Englishness to a commodity primarily representing entertainment and leisure.
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chapter 2

 Advertising Millie-Christine, or the Making of the Two-Headed Nightingale1


Remi Chiu and Dana Gorzelany-Mostak



In his book on 19th- and early 20th-century “freak shows,” Robert Bogdan recounts the circus lore that surrounded Jack Earle, an exceptionally tall student at the University of Texas. Earle was in the audience of a Ringling Brothers side show when he was spotted by its manager, Clyde Ingalls, who approached him and asked, “How would you like to be a giant?” Earle agreed and began a 14-year career as the Texas Giant. For Bogdan, this origin story clarifies a fundamental point about so-called “freaks”: “being extremely tall is a matter of physiology—being a giant involves something more” (1988, pp. 2–3). A significant part of that “something more” is advertising—necessarily hyperbolic and outlandish—to promote a character or a gimmick to arouse curiosity and direct audience expectations. For some performers, music was an important part of their act as well as their marketed persona. Such was the case with Millie and Christine McKoy (1851–1912), African American conjoined twins who performed under the title of the “Two-Headed Nightingale.”

Born to bondsmen parents in North Carolina, Millie and Christine McKoy appeared in “freak shows” across the United States and Europe between 1853 and 1902. In her mature act, she would typically enter the hall clothed elegantly and converse with her manager-as-compère, sometimes speaking simultaneously in English, German, Italian, and Spanish. When foreign press was present, she would engage with reporters in their respective languages. Then her manager would ask her to sing and dance. Without loss of modesty, Millie-Christine would sometimes exhibit the upper portion of her dorsal connection to the audience. While the strangeness of her body was plainly evident—much as Earle’s eight-foot-six-inch frame—a concerted program of advertising was necessary to transform her into a “freak.” Early ephemera advertised Millie-Christine as the “Celebrated African United Twins,” the “African Twins,” or the “Carolina Twins.” In many instances, publicity materials referred to the duo with the singular “Millie-Christine” or “Twin,” rather than “Millie and Christine” or “Twins,” as a marketing strategy intended to pique the public’s curiosity as well as allude to the confounding notion of two persons occupying a single body. It was W. J. L. Millar, an early manager, who referred to his charge as the (singular) “Two-Headed Nightingale,” which would become an indelible sobriquet that was taken over by subsequent marketers (Millar, 1864).2 This ornithological persona points to musical performance as the most noteworthy aspect of her act and suggests that her character was constituted as much in the realm of the aural (the nightingale as a symbol of superior musicality) as it was in the visual (“two-headedness”).

Beginning in the 1980s, historians turned their attention to the academic study of the “freak show.” Although now considered an outmoded and insensitive descriptor, the term “freak” was used throughout the 19th and early-20th centuries to describe people with “unusual” physical features. “Freak show” is an umbrella term that refers to the exhibition of such human “oddities” alongside exotic animal curiosities. While “freak shows” in the U.S. date back to the early-18th century, the practice did not become institutionalized and broadly profitable until the mid-19th century (Bogdan, 1988, p. 11). The extent to which individual performers such as Millie-Christine profited (in multiple senses of the word) from this institution is unclear. On one hand, Millie-Christine was well remunerated for her labor—at the height of her fame in 1883, she earned the current equivalent of $1900 per week, plus expenses, and kept three servants—and eventually purchased the plantation where her father was enslaved (The Pall Mall Gazette, 1883; Daily Enterprise, 1900, p. 2). On the other hand, a copious amount of evidence documents Millie-Christine’s exploitation. During her early years, she was kidnapped twice, with several parties claiming “ownership” and bringing the courts into the mix. And like other “human oddities” of the period, she captured the attention of the medical establishment, which subjected her to countless invasive examinations under the guise of scientific inquiry.3 The question of exploitation—especially for successful performers such as Millie-Christine—is therefore complicated, especially given the limitations placed on her livelihood at the time on account of her gender, race, and disability.4

Recent studies of “freak-show” culture generally, and of Millie and Christine in particular, have examined aspects of textual and visual depiction in the presentation of “freaks” (Frost, 2009; Gold, 2010; Martell, 2000; Samuels, 2011). Taking the metaphor of the nightingale as the central conceit, this present study expands the scope of earlier work and explores the aural aspects of the Nightingale persona. A large portion of our primary evidence includes English-language promotional materials, press articles, reviews, medical exposés, (pseudo) biographical and autobiographical pamphlets, cartes de visite, and the twin’s musical repertoire. A consideration of the sonic elements described by these texts, affords a new way to understand the relationship between music and advertising. What emerges is an account of an advertising strategy that relied on the consumers’ biased musical expectations with regard to gender and race, while cultivating new sonic fantasies about the conjoined body.

The Other Singing Nightingale

Millie-Christine was not the first nightingale to grace American stages—nor even the first to be associated with “freak shows.” For mid-19th-century American audiences, the “Nightingale” title would certainly have brought to mind, in the first instance, the “Swedish Nightingale” Jenny Lind, who toured the country between 1850 and 1852, partly under the management of legendary showman P. T. Barnum. Sympathetic critics praised Lind for her magnificent voice and a natural musical ability ordained by God or bestowed by nature, rather than cultivated through mechanical practice. For example, one reviewer for the New-York Daily Tribune explained that Lind sings without relying on the machinations of the typical singer who offers “smooth and finished tones that seem to have no heart-wood in them” or “a barren catalogue of technicalities” (New-York Daily Tribune, 1850, p. 1). In this sense, the nightingale nickname was apt for Lind, as it was acknowledged since the time of Aristotle and Pliny that it was in the nature of the songbird to sing incessantly, sometimes for 14 days at a time.5

Only to an attenuated extent could Millie-Christine claim this idea of the nightingale as a superb singer. It is abundantly clear that the twin did not sing with the same level of virtuosity as Jenny Lind. Reviewers routinely described the twin’s singing as “sweet” and “clever” rather than, say, “powerful” or “moving.” Moreover, of the approximately 20 songs that Millie-Christine purportedly sang in her act, only one—“Sweet Spirit Hear My Prayer”—is an operatic air (and a slow cantabile, at that); the rest are parlor songs intended for accomplished amateurs (see Table 2.1 in the Appendix). In this regard, there is some irony in naming Millie-Christine a “nightingale” in the shadow of Lind.

The Uncanny Nightingale

While audiences and reviewers did not afford the Two-Headed Nightingale’s voice the same kind of praise they showered on Lind, the twin’s ornithological namesake nevertheless carried polyvalent meanings that may more aptly apply to the promotion of her persona. There was a second, oft-repeated fable about the nightingale. Besides being unparalleled singers, nightingales also have a propensity for uncanny mimicry. An anecdote reported by the 16th-century naturalist Conrad Gessner, reprinted in encyclopedias and magazines throughout the 19th century, tells of a man who was staying at an inn whose keeper owned three nightingales. One night, he heard the birds downstairs speaking to each other in human voices, recounting the stories that they had heard from guests earlier in the day. All this they did “with such modulations and inflections that no man could have taken to come from such creatures” (Goldsmith, 1824, pp. 339–340). The gap between what the lodger knew of nightingales and the unexpected voices that emerged from them so shook him out of his beliefs that he even became a believer of Pliny’s incredible fables.

This mismatch between the nightingale’s voice and body is precisely the same sort of confounding mismatch that advertisers used to enhance the “freakishness” of the Two-Headed Nightingale. The Liverpool Leader stated, for example, that “the notes issued from two heads, and yet but one trunk supplied the verve” (italics in original; cited in Biographical Sketch 1902–1912?, p. 17). Certainly, seeing her person alone is well worth the price of admission, other advertisers suggested, but you must hear the voices produced by that one person to be truly astonished. One 1855 promotion proclaimed, for example, that “they sing, with wonderful precision, the Native Melodies of their own Country, and thus the unparalleled circumstance of a Duet, arising from Two Voices, but originating in the direction of One Mind, may be said to form the last, greatest, and most startling Novelty EVER YET RECORDED IN THE ANNALS OF THE MARVELLOUS” (Ad, 1855, Wellcome EPH499a). The audience evidently concurred; in a review of a show nearly two decades later, a reporter wrote that when Millie-Christine entered the room, “our astonishment was great indeed, but it was considerably increased when the lady sang a duet” (Police News, 1871). And the marvel did not end at her singing. Advertisements frequently proclaimed that audiences will be amazed by Millie-Christine’s ability to hold simultaneous conversations in different languages and on different topics (The Dart: The Midland Figaro, 1884, p. 6). These sensational descriptions traded on the confusion over Millie-Christine’s physiology and cognitive functions. For her polyphony to be truly compelling and marvelous, there must be certain beliefs (or suspended disbeliefs) about the physical and mental sources of the two voices—one must imagine two sounds emanating from the same body and, as the previous advertisement stated, “in the direction of One Mind.”

In truth, Millie-Christine’s medical records, well established and publicized since her youth, reveal nothing particularly startling about her vocal apparatus. From a young age, Millie-Christine was subjected to incessant and highly invasive examinations by doctors upon arrival at each new city where she would be displayed. These examinations were motivated as much by scientific curiosity as by the desire on the part of promoters to publicly legitimize the twin as an authentic “human oddity.” Not only were the results of these examinations published in respected medical journals such as the Lancet and as independent treatises outright, but excerpts of the reports, with varying levels of detail, also found their way into the twin’s promotional materials (Lancet, 1871, Wellcome EPH33). The 1871 London Biographical Sketch listed the names of “eminent” Liverpudlian doctors who visited her and expressed the unanimous opinion “that Millie Chrissy is the most extraordinary phenomenon the world has ever seen” (pp. 17–18). The 1869 Buffalo pamphlet and the Cincinnati Biographical Sketch (1902–1912?) were more extensive in their descriptions, detailing the location where the bodies were joined, the formation of their private organs, and their autonomic responses, motor functions, and cognitive faculties. From the amalgamation of these reports, we know that Millie-Christine had separate upper bodies (four arms, two hearts, two sets of lungs) and was joined at the sacrum and coccyx. She had four legs, with Millie controlling the motor functions of one pair and Christine the other. Sensation in the bodies was separate above the point of their union, but both felt touch and kinetic movement below. It is clear from these accounts that Millie-Christine’s upper torsos (and sound-producing mechanisms) and cognitive functions were entirely separate and, in that sense, quite ordinary.

These medical accounts, necessary for establishing authenticity to potential audiences, did not deter promoters from contravening the “facts” and exaggerating the extent of Millie-Christine’s union, both physical and psychological. In an 1885 pamphlet advertising her farewell tour at London’s Piccadilly Hall, for example, Millie-Christine appears to share only two arms and one single torso as shown in Figure 2.1; here she is truly “two headed” and, appearing to share one set of lungs, her singing must have therefore defied nature (Ad, Wellcome EPH499b). And lest we think this is merely artistic licence on the part of the engraver, Millie-Christine herself may have participated in a similar ruse to enhance her conjoinedness. In a copy of the Biographical Sketch published in 1871 and housed at the British Library, the original owner, Robert Barclay, pasted two cartes de visite from W. L. Germon’s Philadelphia atelier onto the opening flyleaves. The first photograph shows Millie-Christine posing with a guitar and possibly a piece of sheet music in hand, iconographically denoting her musicality.6 The second shows each sister posing with one leg lifted onto a ledge behind her and out of sight, as shown in Figure 2.2. Barclay captions the photo, “This is intended to describe walking on 2 legs instead of four.” Such visual depictions, circulated along with frequent declarations to the effect that Millie-Christine had a “union more complete than that of the Siamese Brothers” (Times, Wellcome EPH499a), suggest a hitherto unknown level of physical conjoinedness that could only enhance the extraordinariness of her act.
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Figure 2.1 Handbill on yellow paper advertising Millie Christine, the “Two-Headed Nightingale,” and Harvey’s Midges (smallest people in the world: Princess Lottie, Prince Midge, Miss Jennie Worgen, and General Tot), appearing at the Piccadilly Hall, London, February 17, 1885, Wellcome Library, London (EPH499b).
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Figure 2.2 Millie Christine Carte de visite, taken by W. L. Germon at “Temple of Art” atelier, Philadelphia (1871), British Library (shelf mark 10,882.g.52).



In addition to a fascination over the union of her body, there was also much curiosity about Millie-Christine’s intellectual interdependence. Certainly, no one could have earnestly believed that the sisters shared the same mind, but literature on the twin frequently emphasized her agreement in thought and general acquiescence. The psychologist Jules Fournet (1874) even described such harmony in musical terms: When asked about her subjective “inner world,” Fournet reported, “they immediately relate the same things, the same taste, the same desires, the same impulses, to the same degree and at the same moment, as would two instruments of music of the same kind, making the same sounds under the same touch” (p. 18). Conversely, the St. Louis Post-Dispatch furnished an experiment that “proved” the opposite: each sister was asked to respond separately and simultaneously in writing to the same set of questions, such as whether women should have the right to vote, whether each suffers from the same ailments, or whether she should take two husbands (1897, p. 27). The answers of “The Brain at the Left” and “The Brain at the Right” were not particularly revealing, as they mostly consisted of “maybe” and “I don’t know,” but divergences in four answers were enough for the paper to declare that the “two brains work independently.” Significantly, the authors of this personality test prefaced the results with a brief description of her voices: “You may call the combination Millie or Christine, or Millie-Christine, but whatever name is chosen two pairs of lips respond in two voices, so similar that not even their manager can, with closed eyes, tell from which of the two heads the voice comes.” This juxtaposition between her vocal similarity and her mental independence reverses the formulation of the previously cited advertisement that described Millie-Christine’s singing as “Two Voices, but originating in the direction of One Mind.” Two minds/one voice, or two voices/one mind? These promotional narratives created uncertainty of Millie-Christine’s personhood in relation to her polyphony.

Judging from audience reports and from the songs that Millie-Christine performed, we can discern certain moments in her act that may have exploited this sonic uncertainty. The reviewer for the Police News, for example, remarked that “by way of assisting the confusion of ideas by which it is sought to represent the two girls as one, a rapid recital of rhymes, professing to be autobiographical, is given by both voices at the same time, with a concurrence of emphasis which has a rather comic effect” (June 3, 1871). The rhyme (Millie-Christine calls it a song) in question is likely the one printed in her 1869 autobiography, in which she describes in first-person singular her unusual body (“Two heads, four arms, four feet / All in one perfect body meet”), her novelty (“None like me, since days of Eve / None such perhaps will ever live”), and her pious contentment (“I love all things that God has done / Whether I’m created two or one” (History and Medical Description, 1869, p. 18; italics in the original). We can imagine how this self-reflexive song, sung rapid-fire by the sisters with voices so similar that not even her manager can tell them apart, heightened the bodily confusion for audiences.

Given this strategy to confuse her listeners, we can also imagine Millie-Christine exploiting the evocative and clever effects in another piece from her act, “The Whip-poor-will’s Song.” The first line of the text sets the scene: Millie-Christine beckons the listener to meet her “when daylight is fading / And is darkening into the night / When song-birds are singing their vespers / And the day has far vanished from sight” (Biographical Sketch, 1871, pp. 12–13). It is at this twilight moment, when sight begins to fail, that one hears the whippoorwill’s song. From the start, then, the song situates the listener in an uncanny, darkening space where the familiar becomes unfamiliar, and the aural begins to replace the visual. (Significantly, a number of her other songs evoke such liminal times and spaces: “O’er the Waves We Float,” for example, describes her gliding out to sea and disappearing from view, and in “Watching the Daylight Fade,” she goes to the brook alone to celebrate the coming of night.) The opening measures of the refrain in “The Whip-poor-will’s Song” then play with this confusion of the senses, calling for direct echoes of the singer’s triadic figures, as seen in Figure 2.3. The Oliver Ditson edition (1865) even suggests that this echo “may be repeated by another voice at a distance, or in another room, with very fine effect.” Millie-Christine, of course, could not have achieved this “fine effect” through spatial separation; rather, she would have produced an echo with a similar timbral quality from roughly the same source. As a result, Millie-Christine defamiliarizes the expected acoustic effect. She is not producing the echo in the naturalistic sense, but rather the echo in the sense of mimicry and reproduction in an almost mechanical way. One sister doubles the other, like a Freudian doppelgänger.7
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Figure 2.3 “The Whip-poor-will’s Song,” refrain.



Such uncanny moments in Millie-Christine’s musical act along with the promotion of her “extraordinary” voices enhanced her mystery and “freakishness” by blurring the borders of her body and, indeed, her personhood. Unlike the doctors who trained their (white) clinical gaze on the twin to establish what they perceived as the cold hard “facts” of her physiology and psychology, audiences were encouraged to doubt their eyes and their reason, embrace ambiguity, and imagine a single nightingale singing out of two heads.

The Nightingale Metamorphized

Aside from being a natural singer and an uncanny mimic, the nightingale was also a symbol of metamorphosis. In the Ovidian tale of Philomela (Metamorphoses VI), the Athenian princess was raped and made mute by Tereus to cover up his crimes. After exacting her revenge, she is transformed into a nightingale by the gods; she is thus lifted up from her disabled, material body and granted a voice that ultimately becomes a source of aesthetic pleasure. It is finally to this transcendent aspect of the nightingale that we now turn. Millie-Christine’s promotional apparatus and presentation deployed music and the elevating cultural refinement it represented to soften prevalent racial stereotypes and renegotiate the performer-spectator relationship with an audience accustomed to owning and gazing upon black bodies as human commodities.8 This marketing strategy had the effect of paradoxically making Millie-Christine both familiar and strange to her audiences, thereby enhancing once again her appeal.

Before the widespread adoption of the nightingale nickname, Millie-Christine was marketed in what Bogdan (1988) calls “the exotic mode” of presentation, “which cast[s] the exhibit as a strange creature from a little-known part of the world” (p. 97). Bogdan presents evidence that promoters tended to cast Blacks as “savages” or “missing links,” while Caucasian, native-born American performers were less typically presented in this manner (p. 107). The exoticized presentation of Millie-Christine is evident in an 1857 Edinburgh broadside with the headline “The Greatest Wonder of the Age! THE AFRICAN TWINS UNITED BY NATURE.” The accompanying image establishes two spaces, as seen in Figure 2.4. The smaller space on the right side depicts vegetation, evocative perhaps of an African jungle or the landscape of the American South (both likely to be equally exotic to the Scottish viewers).

But even within this exoticizing image, we see hints of a future representational strategy that Bogdan (1988) calls the “aggrandizing mode,” which establishes a disassociation between an unfamiliar body and familiar behavior by “imbu[ing] the freak with titles, an elevated social position, cultural sophistication, or an extraordinary talent” (p. 97). In the Edinburgh broadside, the space on the left features a more familiar interior dominated by a grand wrought-iron staircase, with a large urn of flowers and an ornate divan. Millie-Christine and her mother, Monemia (carrying a pocket watch), stand in the foreground, dressed richly in Western-style attire as they appear to move from the “uncivilized” to the “civilized” space. Promotional images such as this highlighted the family’s exotic “African” attributes and heritage while domesticating the twin as a respectable, familiar human spectacle.9 In later, fully aggrandized representations of Millie-Christine, African exoticism was almost entirely suppressed in favor of establishing respectability and culture through symbols associated with white femininity. She was routinely shown in European styles of dress, carrying props such as a fan, parasol, or basket. Even her physical features were altered; in Figure 2.1 earlier, for example, the twin is depicted with Caucasian features and long dark hair with ringlets. Other promotional images presented her with an exaggerated hourglass figure, light skin, small feet, elongated necks, and slender limbs.
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Figure 2.4 African Twins United by Nature, Advertising Circular (image only), January 19, 1857, Private Collections PC.266.1 Folder 4, State Archives of North Carolina of the North Carolina Department of Natural and Cultural Resources. Courtesy of the State Archives of North Carolina.



Another aspect of this aggrandizing mode relied on narratives of her emancipation from slavery. An 1857 ad, for example, described the twin’s origins as follows:

They were born in Slavery; and their Guardian…legally apprenticed them to Mr. Thompson…who instantly freed them from their degrading Bondage, and determined to appropriate the Receipts arising from their Public Exhibition to the purpose of Emancipating the Parents of the Children.…The better feelings of Humanity, as well as the strongest impulses of Curiosity, are therefore to be jointly gratified by their inspections. (Ad, EPH499a)

It is significant that Millie-Christine is here “apprenticed” to Mr. Thompson and immediately freed, which conveyed a (false) sense of “skills acquisition” or “self-improvement.” The promise that the proceeds will help emancipate the twin’s parents suggested that the audiences could attend to exercise not only their curiosities but also their better feelings of humanity; audiences were reassured that they were not complicit in exploitation, but were instead, patrons of charity.

One additional aspect of the aggrandizing presentation tied together Millie-Christine’s ostensible intellectual and artistic cultivation with her moral improvement. As Fournet (1874) remarked, “Both [sisters] have an equal and marked taste for music, painting, theatre, and poetry. They have an equal degree of aesthetic sensibility, and they delight in the true and the beautiful” (p. 12). Fournet’s invocation of “the true and the beautiful” implies the third term of the commonplace triad, “truth, beauty, and goodness,” concepts that project her artistic tastes and cultivations onto her moral conduct. And what is the common source of her aesthetics and ethics? In the “autobiography,” the twin credited Mrs. Smith:

It was a joyous night when we arrived there and found our “white ma,” Mrs. Smith, waiting to receive us.…She taught us our first precepts of religion, and assumed the duties of preceptress, our ideas of a Deity being very imperfect.…Mrs. S. instructed us to read and write, to sing and dance, and thus, while being able to enjoy ourselves, and to employ our time usefully, to contribute in no small degree to the amusement of those who called to see us.

(History and Medical Description, 1869, p. 12)

According to this narrative, it was the loving, cultural, and spiritual cultivation of Millie-Christine’s “white ma” that formed her artistic and moral character. Images such as Figure 2.1, which whitened Millie-Christine, serve as an outward, visual manifestation of this ostensible internal cultivation. This fictionalized narrative, like the 1857 ad, attempted to assuage audience guilt over possible exploitation.

Millie-Christine’s musical act itself, including her vocality (Christine sang soprano and Millie alto) and choice of repertoire, played an equally important role in establishing her cultural sophistication. For example, the word “sweet” was used in several promotional accounts to describe her voices. The Police News described the twin singing popular duets “sweetly and cleverly” (1871). Similarly, the New Orleans Democrat (1879) claimed that she “blend[s] harmoniously” and described her voices as “very sweet” (p. 4). Along with such descriptions, the published keys of her repertoire place the melodies in a middle to high vocal range. In the 19th century, vocal register was closely tied to race, gender, and, in some cases, even “freakery” in the critical imagination (Chybowski, 2014, p. 145; Stoever, 2016, p. 86). For example, one reviewer criticized renowned Black singer Elizabeth Taylor Greenfield (1819–1876), who showcased her ability to sing in the baritone range, stating that “the idea of a woman’s voice is a feminine tone: anything below that is disgusting: it is as bad as a bride with a beard on her chin and an oath in her mouth” (New-York Daily Tribune, 1853, p. 6). For Black singers like Greenfield, who had to contend with “dominant associations of ‘blackness’ with masculinity and hypersexuality,” a low singing voice might make them appear less feminine and even “grotesque”—not unlike the “bearded-lady” who appeared in “freak shows” (Stoever, 2016, p. 86). Thus, Millie-Christine’s repertoire, confined to the middle and upper part of the vocal range, was a vehicle for asserting a distinctly feminine—and non-“freakish”—identity. Millie-Christine’s command of multiple European languages as well as her speaking voice, too, set her apart from prevailing racial stereotypes; one promoter claimed that audiences would be “surprised at the purity and correctness of her accent, and wonder at the utter absence of the lisp” that they considered to be characteristic of her race (Program, 1885, Wellcome EPH499b). Such references to linguistic “purity” and the “sweetness” of the vocal timbre therefore signified whiteness as well as a code of etiquette defined by restraint, modesty, and gentility to an audience of her day.10

The representation of white femininity and respectability also extended to her repertoire, which was primarily drawn from the large body of parlor songs published during the last quarter of the 19th century. The domestic orientation of the repertoire established a more intimate atmosphere in the singer’s public performances. The press noted this aspect of her act. According to one New Orleans paper, the twin “make[s] melody which would be welcomed in the proudest drawing-room on the avenue” (New Orleans Democrat, 1879, p. 4). Nearly all of Millie-Christine’s parlor songs were of the “sentimental” type in which she explored the generic topics of unrequited love, loss, and nostalgia to evoke a sense of 19th-century American sentimentalism that celebrated sympathy and aimed to establish human connections (Bechtold, 2013, p. 499). The lyrics drew attention to the interiority of feelings, but in a highly conventionalized and ironically impersonal way. Her repertoire therefore allowed her to sing in clichés from the perspective of stock personas (the grieving sister, the country girl) and thus reclaim some measure of modesty and privacy that was previously inaccessible to her. This was particularly important for Millie-Christine because, as Beverly Guy-Sheftall (2002, p. 18) and Patricia Hill Collins (2000, p. 146) have noted, Black female bodies were routinely marked by their lack of privacy, whether in the medical theater, on the “freak-show” stage, or on the auction block. The broader connotations of the drawing room evoked gendered codes of behavior and reinforced the notion of female containment that informed other facets of the twin’s performative modesty, such as her disinterest in politics, which she felt was better left to the gentleman (The Dart: The Midland Figaro, 1884, p. 40).

Through this repertoire, audiences were able to catch a glimpse of Millie-Christine’s inner life, but one that was decidedly ordered, restrained, and conventional, and so they were reassured by both the advertising and performance that despite their differences, the twin’s desires aligned with their own—a desire to gaze at the moonlight, listen to the songbirds, or even fall in love. Additionally, because this repertoire of parlor songs was generally marketed and sold to the same public that attended Millie-Christine’s performances, the songs she performed on the “freak-show” stage were also sung in the audiences’ own homes. The publication of her song list at the ends of her biographical pamphlets may have even encouraged listeners to acquire the music for themselves. There is an album of seven pieces of music—five parlor songs and two dances—sold under the title “Nightingale Music,” that was marketed specifically as “composed and arranged for Christine Millie, the Two-Headed Nightingale” by William Wilson (n.d.).11 Her choice of a familiar repertoire, which listeners can seek out and perform themselves, therefore established a shared cultural connection between the Black performer and her white audience. In sum, then, the “mismatch” between the racial markers of Millie-Christine’s presentation (her mode of dress, her voice, her repertoire) and her Black body, and between the familiar and unfamiliar, produced yet another kind of uncertainty of identity that compounded the marketed confusion of her physical one-ness and vocal polyphony.

Unmaking the Two-Headed Nightingale

Ultimately, it is difficult to determine the extent to which the promotional narratives surrounding the Two-Headed Nightingale, particularly those dealing with gentility and transcendence, truly reflected Millie’s and Christine’s lived realities. Revisions of some of the “transcendence” stories described in this chapter reveal this difficulty:12



1. The 1857 ad claiming that Millie-Christine was apprenticed to Mr. Thompson is problematic, as he may have in fact kidnapped the twin (from an earlier Texan kidnapper). Mr. Smith and Monemia were looking for the girl in 1857 and, upon discovering her in England, took Thompson to court. In the custody trial, Thompson claimed that he had discovered Millie-Christine in Philadelphia under the management of a drunk who took poor care of her and turned her over to an orphan’s court, which then legally transferred her to Thompson. Millie-Christine biographer Joanne Martell (2000) could find no evidence of this transaction in the docket indices of the Philadelphia Orphans’ Court (p. 57). In any event, Thompson lost the trial and the twin was returned to her mother and “owner.”

2. The relationship between Millie-Christine and her “white ma,” Mrs. Smith, may not have been benevolent. According to the autobiographical History, Millie-Christine continued to live under the “guardianship” of Mrs. Smith after the Emancipation and described their ongoing relationship in warm and affectionate tones (“we can trust her, and what is more, we feel grateful to her and regard her with true filial affection” [1869, p. 14]). However, Ellen Samuels (2011) has published a letter addressed to the Freedman’s Bureau in 1866, in which Jacob and Monemia (through a proxy) claim that Mrs. Smith coerced her into signing over her parental rights. Despite Mrs. Smith’s promise to “treat them well” and pay the twin a quarter of the profits from exhibitions, the parents desperately wanted their child returned (pp. 63–65). This letter troubles the “benevolent slave owner” narrative oft repeated by proslavery apologists.

3. Biographical pamphlets were typically sold as souvenirs whenever “freak show” performers were on display. These promotional products may include images, medical testimonies describing the performer’s physiology, and a sensational narrative that was often only loosely—if at all—based on the performer’s own biography. In this context, the contents and even the authorship of Millie-Christine’s autobiographical History itself, subtitled Told in “Her Own Peculiar Way” by “One of Them,” might very well be spurious. While it is meant to serve as evidence of Millie-Christine’s intelligence and literacy, there is little reason to believe, as Samuels (2011) argues, that it was not written by a manager (pp. 60–61).



The unreliability of the autobiography’s authorship and of the narratives therein is emblematic of the difficulty in parsing out Millie-Christine’s agency within the sensationalizing promotional ephemera more generally. However, we can occasionally glimpse signs of this agency in her resistance against personal intrusion in some interviews, occasions where her voice was slightly more evident. Depending on how we read some of these interviews, such as the earlier thought experiment by the St. Louis Post-Dispatch, she may have protected her privacy or displayed modesty, especially with regard to questions about romance and sex. Dr. Fournet (1874) described such a disposition clearly: “I search vainly to broach those ideas [of marriage] with them by the question if blondes please them more than brunettes…? They respond, as if it were a question for the birds, that ‘it does not matter to them.’ However, the sentiment of modesty and reservation that one notes in them are not only in their instinctive character, but evidently also in their thoughtful character” (p. 11). Further, Fournet even feared that he had offended the twin with his intrusive questioning: “When I explain to them the fear of being disagreeable to them, they respond that my person is agreeable to them, but that my investigations of their persons and their lives are not; they say this, nevertheless with as much good will as good grace” (p. 13). Millie-Christine extended her resistance to physical intrusions as well. Starting at the age of 14 (perhaps on account of the freedom afforded by Emancipation or perhaps coinciding with the onset of puberty), the twin refused to submit to some of the more invasive medical examinations described earlier. Fournet explicitly gave the reason for the twin’s refusal: “The express and equal wish of these two young girls to disallow all examinations that would seem to affect their modesty prevented [him] and anyone else…from removing doubt [concerning her anatomy]” (p. 4). Millie-Christine’s performance of modesty on one hand played into the aggrandizing mode of presentation; on the other, this resistance worked against the sensationalizing marketing machine of the “freak-show” industry. Moments such as these highlight the difficult but important task of holding apart the person from the persona.

Conclusions

For Millie-Christine, being conjoined was a matter of physiology—being the “Two-Headed Nightingale” required a concerted promotional program that relied on her musical abilities as a way of shaping audience expectations about the nature of her act as well as her cultural persona. Quite apart from Millie-Christine’s actual lived experience, her musicality allowed narratives of virtue, cultivation, femininity, and transformation to cohere in a way that made her respectable and, indeed, morally edifying for her audiences; she was sold to them as an example of how industriousness and an education can overcome the historical disadvantages that arise from the treatment of disabled and Black people. Such aggrandizing cannot be taken at face value, of course, and its calculated effect on patrons was dependent on a measure of audience condescension. At the heart of this textual, visual, and aural aggrandizing was a kind of incongruity born precisely from the intersections of gender, race, and disability. Part of what made Millie-Christine’s mode of dress, singing, dancing, and linguistic skills worth the price of admission was precisely the gulf between her capabilities and the prevailing expectations regarding black and disabled women (many reviewers expressed surprise at her intelligence)—such “overcoming” had to be seen and heard to be believed.

While such a use of music and its civilizing connotations familiarized Millie-Christine, promoters also exploited the imprecision and elusiveness of sound to defamiliarize and sensationalize. Advertisers freely described her vocal apparatus—was it one voice and two heads, or two heads and one voice?—and thereby sowed confusion over her physiognomy to heighten the mysteries of her body. Both uncanny and transcendent, the Two-Headed Nightingale used music and vocality to simultaneously enhance physical difference and minimize moral distance. Narrowly, this study offers important insights into the process of aural “enfreakment” and how advertisers created “freaks” for their shows. More broadly, we have in Millie-Christine an example of how 19th-century advertising employed sound in its capacity to encode aspects of race, gender, and disability to direct consumer expectations and condition their responses.



Appendix

The following are songs that Millie-Christine purportedly performed in her shows. This information comes from her biographical pamphlets and an album of sheet music. Composers and lyricists are given according to the sources; those in parentheses are based on our research. The following sources were used:



A. Biographical Sketch of Millie Christine, the Two-Headed Nightingale. (1871). London.

B. Biographical Sketch of Millie Christine, the Carolina Twin, Surnamed the Two-Headed Nightingale, and the Eighth Wonder of the World. (1902–1912?). Cincinnati, OH: Hennegan and Company.

C. History and Medical Description of the Two-Headed Girl: Told in “Her Own Peculiar Way” by “One of Them.” (1869). Buffalo, NY: Warren, Johnson & Co.

D. Nightingale Music: Written, Composed, and Arranged for Christine Millie, the Two-Headed Nightingale by William Wilson. (1870s?). London and Manchester, UK: Emery.



Sources A and B contain separate sections that provide the lyrics of the songs, with some overlap of material. Source D also includes two dances, “Nightingale Schottische” and “Nightingale Mazurka.”
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1 The authors would like to thank Kira Thurman and Andrew Dell’Antonio for their expert reviews of initial drafts of this chapter.

2 Millar alludes to the moniker in an 1864 article published in the Dundee Advertiser (Scotland). While singing was a part of Millie-Christine’s act as early as 1855 (see ad “REMARKABLE HUMAN PHENOMENA!), the “Two-Headed Nightingale” billing was not in consistent use until the 1870s.

3 With the exception of direct quotations, we have chosen to refer to Millie-Christine in the singular for stylistic consistency with the majority of her promotional materials which used the singular pronouns to heighten her conjoinment.

4 For a critique of Bogdan’s optimistic view of the performer’s agency, see Maris (2018, pp. 241–42).

5 For more on the superiority of the nightingale as songbird, see Bechstein (1856, pp. 364–370). Many other performers who sang beautifully, including Black singers, were also described as nightingales, often poetically and casually in reviews, but at times with greater intent, as with the case of Kate Kelley, named the “Nightingale of the West”; see Abbott and Seroff (2009, p. 53). For more on advertising and Lind’s American tour, see Gallagher (1995) and Samples (2017).

6 For more on the production of cartes de visite of “freaks,” see Tromp (2008).

7 According to Freud, the feeling of uncanny is often provoked by the return of something that has been repressed. Among the triggers of the uncanny are repetitions and other doubles (Freud, 1919, pp. 217–256).

8 For more on the institution of slavery and disability, see Boster (2013).

9 According to Bogdan (1988), “freaks” represented in the exotic mode were often depicted with jungle scenes or images of foreign lands in the background (pp. 105–106).

10 For more on music and racial essentialism, see Radano (2013) and Eidsheim (2019).

11 We were only able to locate the cover of this album which is located in Yale’s Beinecke collection.

12 Disability scholars may see in these transcendence narratives the “overcoming” trope, prevalent in many stories that depict disabled persons.








Selection and Marketing of Music





chapter 3

 Fitting Tunes

Selecting Music for Television Commercials


Peter Kupfer



In the words of advertising legend Al Ries, “Consumers select the programs they want to watch. But outside of the advertising industry, who has ever said, ‘Let’s turn on the television to watch the commercials?’ Consumers merely tolerate the commercials. Music can help solve the problem” (Ries, 2015, n.p.). These thoughts underscore the importance that many advertisers assign music in commercials. Indeed, a 2008 content analysis of American television commercials (Allan, 2008) found that 86 percent contained some type of music. Another study of 670 award-winning “effective” commercials found that 83 percent of them included music (Marshall & Roberts, 2008, pp. 94, 111). More recently, a study by Nielsen of 600 commercials concluded that those “with some form of music performed better across four key metrics—creativity, empathy, emotive power, and information power—than those that didn’t” (“I Second That Emotion,” 2015, n.p.). By and large, it seems that advertisers agree with Ries.

Research on music in advertising has borne out these intuitions: it has been shown to aid in creating mood, eliciting emotional responses, promoting recall, building personal connections to products and brands, and more (for overviews of this research, see Craton & Lantos, 2012; North & Hargreaves, 2008, pp. 256–267; Shevy & Hung, 2013).1 Furthermore, there is a wealth of research that shows how musical taste and preferences are tied to demographics and personality (North & Hargreaves, 2007a, 2007b, 2007c, 2008, pp. 75–142), both of which are also key factors in how brands define target audiences.

But how do those who make commercials view the role of music in ads? How do they go about picking what music to use? What factors are most important to them? Furthermore, who actually makes such decisions and who evaluates them, both before airing and after? These are the motivating questions for this chapter. Their answers are based on interviews and personal communications with advertising professionals (including creative directors, copywriters, musicians, music supervisors, producers, directors, lawyers, and business managers); published interviews with industry professionals; trade press articles and “how to” books on music in advertising; and academic research from the fields of advertising, marketing, consumer science, musicology, and the social psychology of music.

The chapter begins by briefly outlining the commercial-making process to identify the key decision makers and when musical choices enter the picture. We then very briefly recount the history of music in advertising in the last 20 years to show how these developments have significantly altered the relationship between music and advertising and greatly affect how musical decisions are made today. The third section summarizes the major criteria that advertisers use when selecting music for commercials. The final part of the chapter considers how attitudes toward creativity and techniques of measuring effectiveness shape current practices.

How Commercials Are Made

To understand how, and particularly when, music is selected for commercials, it is important to know how commercials are made. While there is no single standard procedure for this—the creative director Dan Kroeger has said that “it’s kind of like the wild west…as traditional agencies seem to be dying and new models are popping up everywhere” (personal communication, November 20, 2017)—there are certain common steps:2



• An advertising agency’s planners (also known as strategists) will work with a client to come up with a creative brief, which is, in essence, a strategy for the commercial. It explains what the company stands for, what the advertising objective is, who the target audience is, what the customer benefit is, and so on. It sets the voice and tone of the ad, and usually also a schedule. The creation of the brief is typically based on discussions with the client; knowledge of the company, product, or service being advertised; and experience of the advertisers, but—especially for companies with the resources and desire—it may also involve some preliminary research into demographics, psychographics, and/or sociographics of the target audience.

• Next, the planners hand over the brief to the so-called creatives, typically a creative director who leads a team consisting of (at least) a copywriter and an art director. Depending on the schedule set in the brief, the creative team will “jam on the brief” for anywhere from a few days to a month, brainstorming ideas to best communicate the ad’s message (Kroeger, personal communication, November 20, 2017). Ideas are refined with the help of the creative director, who then shares it with the entire agency for further feedback before a finalized storyboard is pitched to the client. Once production is approved by the client, the creative team, with the aid of a producer (who may be in-house or not), is then responsible for production and postproduction.

• After the producer has completed the preparatory steps—hiring a director and actors, booking locations, etc.—the shoot itself can take anywhere from a day to several weeks depending on the scope of the concept. After the shoot wraps, postproduction work (the fine-tuning of the ad’s appearance, sound, and pacing) can take another week to a month. For companies with the inclination and resources, it is during this final stage that an ad might be shown to focus groups for testing, which could include comparing different musical tracks. With the client’s final approval, the ad is released into the world.



Unless a major musician is already a spokesperson for a brand or an ad is designed around a particular musician and/or song, musical decisions most typically come toward the end of this process (indeed, music is usually a line item in the postproduction budget). Paul Greco, the head of Music and Radio at the J. Walter Thompson agency in New York, describes this in rather alarming terms:

It is funny the way it works because music happens at the end, it becomes the bastard stepchild in some ways because they have exhausted all their money on the locations and talent and things like that and now we only have so much left so we still have to post mix and color correct and all that other stuff, it suffers in that respect. (Cited in Jackson, Jankovich, & Sheinkop, 2013, p. 8)

Leta Baker, a past creative director for Ancestry.com, has said something similar, though in less fatalistic terms:

In most of our video and TV projects, the music comes toward the end of production. We need to first wrap our minds around what the piece is saying, the tone it’s taking, the order and focus of topics covered, and the performances of the individuals involved before we can know what sort of music we might like to accompany all of that. We sometimes choose a “scratch track” as a placeholder during the editing process, but then we’ll focus more intensely on music after the picture is close to final. (Personal communication, March 5, 2012)

Kroeger notes that the timing of the musical choices can depend on the nature of the creative team: “Music is key. It’s often thought of early on in the process by the creative team. If they’re that kind of team, into music” (personal communication, November 20, 2017). But, as the other remarks indicate, this is the exception to the rule—final music decisions are typically made near the end of the process, even if temp or scratch tracks are used during storyboarding or production and ultimately are chosen for the final cut (a not uncommon phenomenon).

Furthermore, musical ideas—whether guidelines for the style, genre, or general sound of originally composed music or an idea for a pre-existing track—can come from anyone on a team or at an agency (rarely do they come directly from the client). However, as Kroeger’s earlier comment suggests, teams can be more or less musically inclined. If musical ideas are needed, particularly given the vast amount of music now available, music supervisors are often called in to help. They can work within an agency, like Greco, or for independent music companies specializing in music selection, composition, licensing, and/or talent pairing. Dozens of companies like these—such as Walker,3 Nue,4 Yessaien,5 Heartbeats International,6 or Score a Score7—have sprung up in the last decade to mediate the changing relationships between advertisers and music and musicians.

How the process continues depends on the type of music chosen: needledrop, original, or pre-existing. For the first kind, production libraries will be consulted, whether by someone within the advertising agency or at a music production company. If original music is desired, a music production company will be hired and given whatever direction the creative has come up with. While licensing known songs can have great advantages, there are dangers too. As one creative director has said: “Using a known…piece or any familiar song—pop, rock or otherwise—can be tricky as the song can be so familiar that it overshadows your commercial.…Also, if the brand and the song don’t fit together, have some shared value or vibe, you can be remembered for ruining someone’s favorite song” (Erich Pfeifer, personal communication, August 27, 2013).

Regardless of the type of music selected, a handful of tracks are usually tested against the commercial for the creative team and client to review. Once an appropriate track is selected, it is licensed according to the scope of use for the ad or campaign and edited into the final cut. The ratio between the different types of music used in commercials has been changing: in his content analysis of music in commercials, Allan found that 81 percent used needledrop music, 14 percent popular music, and 5 percent jingles (2008, p. 404). More recently, the music supervisor Josh Rabinowitz estimated that at his agency 65 percent of music was original and 35 percent was licensed songs (cited in Kawashima, 2014, n.p.). Since the 1990s there has been a shift away from jingles and an increase in the licensing of popular music, especially that of new or unknown artists. Much of this has to do with changes in the music industry, which have led to a new model for the relationship between advertising and popular music.8

A New Model

These changes were precipitated by groundbreaking moves in the late 1990s by artists like Moby and Sting, who actively sought out ways to license their music for use in commercials, and by companies like VW, who famously and “artistically” used a relatively unknown song by the long-deceased folksinger Nick Drake.9 To respond to declining income, record labels hired marketing consultants whose job was to place recordings, and advertising agencies began looking out for new music. This led to an entirely new business model, in which the music supervisors and music supervision agencies described earlier play a central role.10

Apple especially took up this practice of using new or obscure music in their commercials, beginning famously with its use of Canadian singer Leslie Feist’s song “1-2-3-4” in an iPod Nano commercial in 2007 (Powers, 2010).11 Looking to unknown artists has advantages for both sides: for the artist it means income and wide exposure; for the brand it means cost savings and the social and cultural cachet of having “discovered” cool or “hip” acts. Agency music specialists are thus often on the lookout for the latest trends and tap contacts at record labels and music publishers, artist managers, entertainment lawyers, and other industry insiders for music. But like the Nick Drake example, “unknown” can also mean something old or “forgotten.” As one commercial director noted, “Everyone’s scared to do old tracks in commercials, but our philosophy is, if we find something timeless, but also speaks to the moment, then we have a total winner. It’s certainly better than a Top 40 pop hit, which might be cool now, but will be played out by next week” (Isaiah Seret, cited in Trakin, 2017, n.p.).

But it is not only new or obscure artists whose music is used in advertising. Changes in the music industry have affected established artists as well and the licensing of well-known popular music continues (if budgets allow). In either case, advertising partnerships with musicians are now often seen truly as joint creative ventures (see especially Taylor, 2016, pp. 54–62). The stigma of selling out by allowing one’s music to be used in advertising has largely disappeared (Klein, 2009; Sanburn, 2012; Taylor, 2012, 2016).

An extreme phase of this was reached in 2007, when Wrigley Chewing Gum commissioned the song “Forever” from the contemporary R&B singer Chris Brown. The core of the song began as a jingle using the brand’s famous lyrics “double your pleasure, double your fun,” but which Brown expanded into a full-length, seemingly unrelated hit song.12 The track was released like any “regular” pop song, became a top 10 hit, and was nominated for an MTV Video Music Award; only later did the original, shortened jingle version appear in a commercial for the gum featuring Brown himself (Taylor, 2012, p. 225).13 Citing a trade press article, Taylor notes, “this was the first time that a song had been ‘seeded’ in a ‘real’ song before being employed in a commercial” (2012, p. 225). Such examples reveal that advertisers—at least those corporate entities with the means—no longer merely comb culture looking for trends they can tap into, but are actively seeking to set those very trends themselves. Taylor thus suggests that there has been an “erosion of meaningful distinction between the advertising and music industries” (2012, p. 224), which is emblematic of the extreme commodification and commercialization of cultural goods in late, neoliberal capitalism.

But we must remember that even if such examples of popular music in advertising are among the most memorable, pleasurable, and relatable ones (whether they employ known or unknown tracks) and may well boost consumer engagement (Vines, 2017), they do not, as we have seen, constitute the majority of musical types in commercials. As viewers, we encounter needledrop production music and original scores far more often. Which type of music is picked can depend on a wide range of factors, to which we now turn.

Random Acts of Music

As described previously, the process of making a commercial is dynamic and, while musical decisions often come late in the game, they are no less fraught with considerations for budget, style, taste, impact, and so on. And, like the overall process, there is no single standard practice for how these decisions are reached. Nevertheless, several common criteria are regularly cited by those in the industry.

Nature of the Ad, Brand, and Product

The most basic decisions about music in an ad are based on the type and goals of the commercial. As the veteran copywriter and creative director Ted Naron explained:

Commercials vary greatly in their intention. Some are intended to get people into the dealership this weekend; some are intended to make product fly off of grocers’ shelves over the next period of several weeks or months; while still others are intended to improve or maintain a client’s reputation in the consumer’s mind, a project that has been ongoing for years and will continue on for years, in which this particular commercial is called upon to play its part.

(Personal communication, January 4, 2018)

These different kinds of ads will generally vary in their style and substance, with those in the first two categories being more informational, and thus usually involving more words, whether displayed onscreen or spoken by characters or a voiceover. In such cases, music serves a secondary role and will thus play in the background and consist of “generic” needledrop or originally composed music.

In commercials of the third type, comparison between products and services or explanation of benefits is typically replaced by emphasis on identities and values. These usually have little to do with the factual or functional features of the goods or service and have everything to do with the emotional, psychological, and/or value benefits associated with purchasing that product. As Winston Fletcher writes, consumers want these purchases to “make them feel more glamorous, or younger, or cleverer, or in-the-know. They may want their brand’s image to make them feel more masculine, or feminine, or more healthy, or a more sensible shopper, or a better parent, or more ecologically conscientious” (2010, p. 12). In other words, the goal of much advertising is to positively reinforce the consumer’s values, feelings, identity, or lifestyle aspirations. But given that such knowledge is, at least for most advertising firms, rarely based on extensive or rigorous research of consumers’ musical preferences and more so on intuition and experience, these decisions tend to draw on an imagined sense of the target demographic, heavily filtered through the creatives’ own (musical) identity and values.

In addition, the music must make sense for the type of product or brand. As one composer and music producer stated:

The music needs to do a number of things: 1.) Make the client happy 2.) Achieve the clients’ goal 3.) Be right for the spot. [S]ometimes a client will like a Nike spot. And they’ll want their spot to have the same impact. But if you’re selling hamburgers, that’s gonna be a really tall order.

(John Hunter, personal communication, September 16, 2013)

Budget

How much money is allocated for music obviously plays a hugely important role as well. Though the average 30-second commercial costs about $400,000 (at the time of writing), the costs for music will vary widely depending on its type. For licensing popular music, Rabinowitz explained (in 2014) that

it depends upon whether a song is famous, and if the artist is well known. In each case, we work out a fair price.…For a major network commercial the low end would be $10,000 (for the publishing and master rights combined) and the high end can be huge—perhaps $1 million for a Beatles or Rolling Stones song. If the song is unknown, the range is between $5,000 and $50,000. It also depends on whether the commercial is for TV, radio, online, or all three media. If the commercial is just for online use, the fee is generally lower. (Cited in Kawashima, 2014)

For originally composed music, the range is also wide, depending on the musical intricacy of the request (the amount of music, the number of musicians needed, the time needed to record, etc.) and also on the licensing and how widely it will be used. Typically such music will cost $15,000 to $50,000 (Berger, 2011, p. 3; Sanburn, 2012; phone interviews with David Hall, a brand management principal, July 23, 2013, and Greg Gibson, a director of broadcast production, August 14, 2013). At the lowest end is needledrop or stock music, which usually will command fees in the $1,000 to $5,000 range, depending, again, on licensing and how widely it is used (Gibson, phone interview, August 14, 2013).

Once a budget is set there is often some flexibility, however. As Naron recounted:

I started with a sound in mind, involving a certain complement of musicians and singers, and then let the agency producer on the project (part of whose job was to be the numbers guy) tell me, if he had to, that we needed to figure out a less costly way to get to a musically good-enough result in order to stay within the budget for the entire production.…Generally we were on the same page in terms of valuing the contribution of music to the final product, so compromises (if they had to happen) were more sensible than they were destructive.

(Personal communication, January 27, 2018)

Nevertheless, budgets do set limits for the choices of the creatives, especially when licensing of popular tracks comes into play. This is big business, and the dangers of copyright infringement are real and expensive (Klein, 2009; Samples, 2018). Indeed, “an international brand” spends on average $10 million to 20 million annually on music-related rights and licenses, multiplied by a factor of five through media dollars. In other words, “a big brand’s annual spend, estimated conservatively, is between $50 million and $100 million, specifically allocated to help associate themselves with music and musical talent” (Jackson et al., 2013, p. 3).

The “Feels”

Branding and advertising are intimately connected to emotions. As Elisabeth Grace, a veteran industry writer and producer, remarked:

I mean when I was doing film advertising and TV advertising all I was selling was emotional experiences because that’s what the product is.…You can’t sell it by saying what [the product] is. It has to give you a particular feeling and that’s what advertising does. It creates a brand identity that plays at or preys upon your emotions and convinces you that you want to have that emotional experience associated with it.…They’re messing with your head basically.

(Personal communication, June 24, 2015)

This is centrally understood within the industry. The CEO of advertising agency Saatchi and Saatchi, Kevin Roberts, even went so far in the early 2000s to suggest that the idea of the brand itself needed to be replaced by the “Lovemark,” a marketing concept that draws on a consumer’s love and respect for a company and its products. For Roberts, connections with consumers are purely about emotion: “there is no competitive advantage left in having information.…Competitive advantage is in inspiration—and at its best inspiration is about love. We are most inspired by the people, places, and products that we fall in love with” (2014, p. 373; see also Roberts, 2005).

Thus, a primary, if not the primary, criterion for virtually all those who have commented on the role of music in commercials is how it helps create emotional impact. As Mike Ladman and Ryan Barkan, music supervisors at the agency Droga5, note: “Music is the great connector of human feelings. It has that intangible way of eliciting emotions from people—what we call ‘the feels’” (cited in Finkle, 2016). Gibson likewise explained: “Music drives the emotion, definitely. Music can drive the rhythm, and do other things, but it always ties back to the ‘feel’ of the whole thing” (personal communication, August 14, 2013). The composer and music producer Stephen Arnold similarly said that “sonic branding” was for him “pretty simple”: it’s about creating “an emotional connection or reaction to the product or promo” (personal communication, July 25, 2013). This perspective is the same from the client side too. Jerry Dow, a managing director for advertising for several major corporations, observed that music’s emotional impact must be the first consideration for its use in a commercial. For him this was in particular because of the speed with which music can elicit emotional reactions: it is a “shortcut to customers’ emotions about the brand. [It’s] an amazing thing, in five or six notes, to be able to conjure up people’s emotions for the brand” (personal communication, August 14, 2013).

The veteran advertiser Al Ries has argued the same (2015), in particular because he believes music can stay with the viewer much longer than sounds, images, and words can. The writers of a guidebook on music branding also emphasize how musical decisions must be driven by consumers’ emotions: “The real user and the one at whom all music choices should be aimed is the consumer, because brands need music not for music’s sake, they need music in order to help them connect on an emotional level with the audience for their goods and services” (Jackson et al., 2013, p. 12). Tim Taylor summarizes this perspective neatly: “branding is a complex process that involves interpellating consumers emotionally. Branding is a way of inserting a product into the culture and people’s consciousnesses, not just the market.…The goal for many in the industry is to make a brand seem to possess the characteristics of people, so that the brand can become akin to a trusted friend” (Taylor, 2016, pp. 56–57). In sum, then, advertisers believe that the quickest way to consumers’ wallets is through their hearts.

Lyrics

Words that are integrated into a song as lyrics can amplify the meaning of the whole and lead to greater recall (witness the jingle). Kroeger revealed that “in general music is chosen for the feeling it can provide, as evoking any sort of emotion is always our goal. Sometimes, the lyrics play a role too, especially since you only have 30 seconds to tell a story. It’s nice to lean on the song to help do that” (personal communication, November 20, 2017). Lyrics that the audience can understand can be a powerful tool in an advertiser’s arsenal, as research has also suggested (Chou & Lien, 2010). As an example of this strategy, consider a 2011 commercial for the Nokia N8 smartphone, which consisted of a set of vignettes of people “breaking free” from everyday monotony and capturing the experiences on their (Nokia) phone.14 These images are matched directly by the lyrics of the accompanying music, a reimagining of Cole Porter’s “Don’t Fence Me In,” recorded by Daniel Johnson and Brie Stoner. Livio Sanchez, one of the editors who worked on this commercial, noted that “by integrating the music and lyrics into the initial concept, a strong emotional connection to the brand was built into the storytelling, making it both familiar and fresh” (cited in Crain, 2013). When it comes to original music, lyrics tend not to be used. Creative Director and Music Producer Doug Rucker estimated that of the original tracks his company produces, 90 percent are instrumental music and only 10 percent include lyrics (personal communication, August 15, 2013).

Cutting Through Clutter

“If a TV is on and I’m busy with something else and I hear ‘blah blah blah buy me now blah blah’ I won’t bother to look up, but if I hear great music, the commercial will definitely get my attention” (cited in Crain, 2013). This is how one college-age student described the impact of conspicuous music in a TV commercial. Indeed, the ability for music to “cut through the clutter” is a common trope that comes up often in comments about what makes for good music in an ad. Brian Monaco, the president and global chief marketing officer at Sony/ATV, for example, notes that

if you’re working on a 30 second commercial, you know 20 seconds of it are probably going to be voiceover, so it’s really a limited time and they have just about 12-15 seconds to get people’s attention. If you can put a song in there that gets people to stop and turn around and look at the television and go, “Oh wait, I know this, what is this?” That works. And that’s the kind of the emotion I think people go after.

(Cited in Stutz, 2018)

Moreover, several informants noted that one good way to cut through the clutter or to be novel was to use music “against type” or to use an unexpected or “incongruous” genre. One creative director, for example, described how his use of classical music was especially powerful in ads because

beautiful though the imagery is, I think a large part of the power of the spot comes from this music choice. It makes you pay attention, and given that classical music is used fairly sparingly on TV ads these days it gave the ad breakthrough.

(Chris Mitton, personal communication, September 22, 2013)

These intuitions are supported by research, which has shown that such incongruity can, in fact, lead to stronger impact and recall of an audiovisual pairing, in part because of our ability to construct meanings between otherwise unrelated constituent media (Cook, 1998; Hung, 2000; Ireland, 2014, 2015, 2017; Kupfer, 2017, 2019; Oakes, 2007; Willemsen & Kiss, 2014).

Hipness, Coolness, Authenticity

A final criterion often described by makers of commercials, especially when it comes to examples of popular music, is a desire for ads to seem hip and cool. As Rabinowitz has remarked, “Indie-inflected music serves as a kind of Trojan horse. Consumers feel they are discovering something that they believe to be cool and gaining admittance to a more refined social clique” (cited in Taylor, 2016, p.
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Table 2.1 Millie-Christine McKoy's Known Repertoire

Title Composer Lyricist Sources
ABCD
“Its Not Modest of One's Self to X X
Speak™
(The) Dear, Dear Friends atHome W, Wilson W, Wilson X X
From Our Merry Swiss Home C. W, Glover] [E- M. Spencer] X
(Duet)
God Bless the Littie Church D.S. Wambold . Cooper X
How the Gates Came Ajar X
In Her “Little Bed" We Laid Her;,  C.A White D.Smith X
Answer to Put Me in My Litle Bed
Little Footsteps J.A. Barney MBleavit] X X
Love among the Roses [E.N. Catlin] [W.H. Delehanty] X
Mother Would Comfort Me C.C. Sawyer CCSawyer X X
Mother, Where Is Father's Grave W J. Bullock WBulock X
My Heart Is Over the Sea Claribel Claribel X
(C. A- Barnard)
O'er the Waves We Float S. Glover LECarpenter X X
Put Me in My Little Bed C.A White D.Smith X X
Sisters We, Gay € Free (Duet)
(The) Song of the Nightingale
Strangers Yet [Clarivel] (C. A. Barnard) ~ [Lord Houghton] X
(R M. Milnes)
Sweet Spirt Hear My Prayer V. Wallace €. Fitzball] X
(From the Opera of Lurline)"
Under the Daisies H. Millard X X
Under the Snow J.R.Mains G.T.Evans X
Wandering in the May-time [S. & C. Glover] X
Watching the Daylight Fade x
Where the Warbling Waters Flow B Richards X X
(Duet)
Whip-Poor-Wills Song H. Millard XX

*It's Not Modest of One's Self to Speak” is the first line of an untitied song written for and about
Mille-Christine; it text was included in Source C because Milie-Christine *has so often been requested
to give copies of [i]”

*+This appears to be the only operatic ar in Mille-Chrstine’s repertoire.





