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Elizabeth M. Claffey is an Assistant Professor of Photography at Indiana University in Bloomington and a 2019-20 Research Fellow at The Kinsey
Institute for Research in Sex, Gender, and Reproduction. She has an MFA in
Studio Art from Texas Woman's University, where she also earned a Graduate
Certificate in Women's Studies. In 2012, she was awarded a
William J. Fulbright Fellowship. Elizabeth's work focuses on identity, kinship,
isolation, issues of the body, family history, and cultural/institutional
practices. Among others, her work has been recognized by PDN
Magazine, Center Santa Fe, The Eddie Adams Workshop, and Don't
Take Pictures Magazine.
“Matrilinear is a photographic series that addresses embodied memory and its
relationship to personal, familial, and cultural identity. These
images examine family folklore, ritual, and mnemonic objects passed down
through generations of women. The photographs of each object reveal the
physical remnants of a body long gone; including stains, tears, and loose thread
from clothing that was kept close to the body for
comfort and protection. The stitching and/or photographic
representations are both a visualization and an expansion of stories shared as
family lore. These interruptions also represent the deep influence of one’s familial past on personal identity and perceptions of the body. “
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- Elizabeth M. Claffey
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STATEMENT OF INTENTION
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Statement of Intention
In “Music, Sound, and Trauma: Interdisciplinary Perspectives,” we will spend our three days together
discussing many kinds of traumatic events, silences, and erasures. One central belief of this conference is that recognizing harm often is central to processing trauma and healing, wherever and
whenever those traumas may occur. In moving towards healing, compassion, and social change,
we emphasize the importance of acknowledging, listening, and standing in solidarity with people
whose experiences—not just the traumas but also the full lives—have historically been and/or continue to be marginalized, often on the basis of race, gender, sexuality, and/or disability.
As we gather virtually, tuning in from across the globe, we recognize the harmful histories and ongoing dialogues specific to each participant’s place. From the organizing committee, Jillian Rogers
and Jacqueline Fortier want to recognize that the university where they work, Indiana University,
which is financially supporting and hosting this conference, was built on the ancestral homelands
and resources of the Miami, Delaware, Potawatomi, and Shawnee people. We pledge solidarity with
the Indigenous individuals and communities who live in Bloomington and throughout Indiana. Erin
Brooks lives in Potsdam, New York, founded on the territory of the Haudenosaunee Confederacy,
specifically the Akwesasne Mohawk (Kanien’kehá:ka) Nation. Erin acknowledges the painful histories of genocide and forced removal from this territory and is grateful to listen, live, and work alongside the Indigenous people in Potsdam’s community. Michelle Meinhart lives in London, England, an
ancient city and country, but one whose modern financial and educational institutions were built off
the back of military and colonial exploitation, including the Old Royal Naval College at Greenwich –
the current home to the Faculty of Music of Trinity Laban Conservatoire.
Work at this conference brings together many threads; voice, listening, embodiment, education,
and reparative actions are but a few recurring topics. As we ponder voices and listening, we hope
all conference participants will, along with us, recognize, honor, and listen to the stories of those
whose voices have been silenced. As we think of bodies—both traumatized bodies and the healing
possibilities of embodiment—we remember to think of the meanings wrought by our bodies and
the places they reside. As we listen to our educators, we wish that the specifically anti-racist and
inclusive work of this conference and its attendees will prompt further education about, listening to,
and boosting of marginalized voices. And as we move from trauma to thoughts of healing and social
change, we commit ourselves to continuing to dismantle settler colonialism and other impacts of
white supremacy.
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About This Conference
From police brutality, the global refugee crisis, and mass shootings, to PTSD, trigger warnings, and
the #MeToo movement, recent discourse has concentrated on the traumatizing effects of living
in and with violence in the contemporary world. Family members, loved ones, psychologists, and
educators have been considering how to support people who have experienced different kinds of
trauma—from psychological and physical trauma to cultural trauma and the insidious trauma of
living in societies that are structurally unequal. Music and sound have long intertwined with trauma,
not only in acts of mourning, resistance, and healing, but also in causing or contributing to trauma.
Although music and sound scholars have begun to address these connections in articles, book
projects, and conferences, there has not yet been an interdisciplinary conference in North America
devoted to the topic of music, sound, and trauma.
The presentations, performances, workshops and seminars of “Music, Sound, and Trauma:
Interdisciplinary Perspectives” will illuminate the current state of research on music and trauma,
while also generating rich discussion of further avenues of interdisciplinary inquiry, activism, and
collaboration. This conference would bring together scholars working at the intersections of music
scholarship, sound studies, history, psychology, medical humanities, and other disciplines with the
aim of addressing three central questions:
1) How can emerging knowledge from the humanistic discipline of trauma studies shape
music- and sound-oriented fields such as musicology, ethnomusicology, music education,
and sound studies?
2) How might music and sound studies research that engages with trauma studies shape
the landscape of research in the arts and humanities more broadly?
3) Considering the many ways in which cultural trauma and social inequality have historically
been linked, how might interdisciplinary research at the intersections of music, sound, and
trauma inform knowledge, policy, and practice geared towards social justice not only within,
but also beyond the academy?
Since many people work, teach, and live in the midst of music and trauma, this conference
offers an opportunity to think through how examining music and trauma in tandem is important for
both music studies and contemporary life. This conference will facilitate connections for people in
and beyond the IU, Bloomington, and Indiana communities, resulting in dialogue on creative solutions to a variety of social issues that are fundamentally intertwined with trauma—from homelessness and child abuse to domestic violence and discrimination.
9

In order to answer these questions and forge these solutions, “Music, Sound, and Trauma:
Interdisciplinary Perspectives” draws into dialogue nationally and internationally renowned scholars from myriad disciplines in and beyond the arts and humanities. Although in recent years scholars in musicology, ethnomusicology, and music therapy have been most attentive to relationships
between music, sound, and trauma, this conference understands these foci as fulcrums around
which various spheres of knowledge exist. Music and sound, after all, have been subjects of study
for researchers and practitioners in fields as varied as acoustics, anthropology, communications
and media studies, dance, environmental science, history, linguistics, film, and theater. Moreover,
because trauma studies is a fundamentally interdisciplinary field—engaging with fields from psychology, medicine, sociology, history, cultural studies, and comparative literature to gender and
queer studies, critical race and postcolonial studies, religion, education, and disability studies—this
conference holds enormous potential to bring together high-profile scholars not only from music
studies, but also from various fields in the arts, humanities, social sciences, and biomedical sciences. In facilitating dialogue between researchers, teachers, practitioners, and thinkers in so many
disciplines, this conference enables thinking across boundaries in response to significant social
questions that hold trauma at their centers, while also allowing those who think about trauma in a
wide range of disciplines opportunities to learn from and network with one another.
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Katherine Houlne
Image Title:

I Think I Used to Have a Voice, 2018
Kate Houlne lives in the Ridge and Valley geographic region of
Pennsylvania. She began photographing the natural world in the 1990s and
received her MFA, emphasis in Photography, from Indiana University in 2019.
Kate primarily works with film and a large format camera but says that really
any camera at hand will do. Her work is centered on the idea that what we as
humans do to the environment is a mirror reflection of what we are doing to
ourselves.

“Currently her work is focused at the ongoing bird species extinction event of
the 6th mass extinction. The image titled I Think I Used to Have a Voice, made in
2018, comes from a loss of bird song and how that loss has been amplified with
the dismantling of regulations in 2016, meant to protect migratory species. The
image is made with analog and digital processes, layering images, melding human, the environment, and birds to create a representation of a shared sense of
loss.”
									-Katherine Houlne
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FRIDAY, FEBRUARY 12th

Conference Schedule
(all times EST)

						Friday Morning
9:00am-9:30am:
Welcome Remarks
Jessica Bachman, Erin Brooks, Jacqueline Fortier, Michelle Meinhart, and Jillian Rogers
		

Conference Organizers from Indiana University, SUNY-Potsdam, and Trinity Laban

		Conservatoire
Dean Jeremy Allen
		

Indiana University, Jacobs School of Music, Interim Executive Dean

Sherry Knighton-Schwandt
		

Indiana University, Executive Director for Research Development & Assistant Vice

		

Provost for Research

Halina Goldberg
		

Indiana University, Jacobs School of Music, Musicology Department Chair

Katherine D. Kearns
		Indiana University, Assistant Vice Provost for Student Development

9:30am-11:00am:
Paper Session: Sounding Ecological Trauma
Olusegun Titus (Obafemi Awolowo University, Nigeria)
		

“Sounding the Trauma of Oil Exploitation and Environmental Degradation in Nigeria 		

		Popular Music”
Kate Galloway (Rensselaer Polytechnic Institute, US)
		

“Listening to and Embodying Environmental Trauma: On the Silences and Soundings of

		

Extraction in Environmental Sound Art”

		

Shelby Oxenford (The University of Texas at Austin, US)
		

“Archiving the Air: Ambient Music and Fukushima”

Chair: Giovanni Zanovello (Indiana University, US)

Paper Session: Sonic Activism in Response to Trauma
Destiny Meadows (University of Miami, US)
		

“‘Negotiating Trauma through Music Video Creation during the United States

		

HIV/AIDS Epidemic (1987-1995)”

Stephen Wilford (University of Cambridge, UK)
		

“‘Ytnahaw ga’: Music, Sound and Public Trauma in Postcolonial Algeria”

Stephanie Benzaquen-Gautier (University of Nottingham, UK)
		

“‘The Littlest of Stones’: Xiu Xiu’s Sonic Memorials to the Ungrievable”

Chair: Luis Velasco-Pufleau (Universität Bern, Switzerland)
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9:30am-11:00am(Cont.)

Friday Morning/Afternoon

Paper Session: Media Representations of World War II
Anita Jorge (University of Poitiers, France)

						Friday Afternoon

2:00pm-3:30pm:
Roundtable: Journal of American Musicological Society Music and Trauma Colloquy
Erin Brooks (State University of New York at Potsdam, US)

		

“Harmonizing the Traumatic Sounds of the Blitz in Official British

Molly Doran (Indiana University, US)

		

WW2 Documentaries”

Sarah Gerk (State University of New York at Binghamton, US)

Siv B. Lie (University of Maryland, College Park, US)
		

“Sounding the Unspoken: Performance, Erasure, and Romani Holocaust

		Commemoration”
Alexandra Lloyd (University of Oxford, UK)
		

“Picturing Sound and Trauma in Marcel Beyer and Ulli Lust’s Graphic Novel

		Voices in the Dark (2013)”

Eric Hung (Rider University, US)
Jenny Olivia Johnson (Wellesley College, US)
Tammy Kernodle (Miami University, US)
Fred Maus (University of Virginia, US)
Molly Ryan (Independent Scholar)
Chairs: Maria Cizmic (University of South Florida, US) & Jillian Rogers (Indiana University, US)

Chair: Mackenzie Pierce (University of Michigan, US)

Paper Session: Trauma and Experimental Opera
Paper Session: Sounding Trauma on Screen
Reba Wissner (Columbus State University, US)
		

“Depictions of Music Making in Fallout Shelters on 1950s and 1960s Television”

Ana Djordjevic (University College Cork, Ireland)
		

“I’m Dreaming of a Better Past: (Yugo) Nostalgia in Manchevski’s Film

		Before the Rain”

Joy Calico (Vanderbilt University, US)
		

“Experimental Opera as a Site of Trauma and Coping: Chaya Czernowin’s Infinite Now”

Megan Steigerwald Ille (University of Cincinnati, US)
		

“When the gut outgrows the spirit:” Representing Trauma and Erasure in The

		

Industry’s Sweet Land”

Chair: Zeynep Bulut (Queen’s University Belfast, Northern Ireland)

Chair: Maria Cizmic (University of South Florida, US)

Workshop
Heather Aranyi (Northwestern University, US)

11:00am-11:30am: Break

“Systemic De- Sensitization and Trauma-Informed Practices from Warm-Ups to Post
		

Performance: Utilizing Performance to Help the Body Heal from Trauma”

Chair: Lucy Dhegrae (National Sawdust, US)

11:30am-1:00pm:
Keynote (ASL Interpreter available)
Lucy Dhegrae (National Sawdust, Brooklyn, US)
		

3:30pm-4:00pm: Break

Losing My Voice, Finding My Artistry: Creativity, Healing, and Post-Traumatic Growth

Chair: Erin Brooks (State University of New York, Potsdam)

1:00pm-2:00pm: Coffee/Happy Hour (Depending on your time zone!)
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						Friday Evening

						Friday Evening

4:00pm-5:30pm:

5:30-6pm: Break

Paper Session: Musical Institutions and the Traumas of Racism and Sexism
Ayesha Casie Chetty (University of Cincinnati, US)
		

“Being Black, Being an Opera Singer: How Elite Music Institutions Facilitate Trauma”

El Schoepf (University of Baltimore, US & Gestalt Therapy Institute, US) and Katy Shaffer

6:00pm-7:30pm:
Keynote (ASL Interpreter available)
Laura Brown (Seattle, WA, US)

(University of Baltimore, US)
		

“Music Students’ Experience of Trauma and Oppression”

Jeffrey Crabtree (UTS and JMC Academy, Australia)
		

“Indications of Post Traumatic Stress Disorder (PTSD) Symptoms as a

		

Consequence of Workplace and Sexual Harassment in Music Industry Workers in 			

		

Australia and New Zealand”

Chair: Erin Johnson-Williams (Leverhulme Fellow, Durham University, UK)

		

“Soothing the Traumatized Heart: Music, the Polyvagal Model of Trauma, and

		

Healing of Complex Trauma”

Chair: Erin Brooks (State University of New York, Potsdam)

7:30pm-8:00pm: Friday Night/Saturday Morning Coffee/Drinks Reception (depending on your time
zone!)

Paper Session: Traumas in the Era of T****
Cameo Flores (Arizona State University, US)
		

“Cielito or Son de la Negra?” Mexicanidad and the Trump Administration”

Emma Reading (Lawrence University, US)
		

“Bearing Witness to What You Cannot Heal: Sound Recording, Family Separation at the 		

		

U.S.-Mexican Border, and the Fraught Connections of Tertiary Witnessing”

8:00pm-9:30pm:
Performance
Xochi Flores and Cambalache (Los Angeles, US)
Chair: Eric Hung (Music of Asian America Research Center, US)

Nathan Fleshner (University of Tennessee, Knoxville, US)
		

“Snapshots of Trauma in 1967, 2016, and 2020: Malvina Reynolds and the Search for 			

		

Truth as a Path to Recovery”

Chair: Sergio Ospina Romero (Universidad de los Andes)

Paper Session: The Politics of Repression: Soviet-Era Traumas
Oksana Nesterenko (Stony Brook University, US)
		

“Sounding Incomprehensible: Music Representation of the Experience of Leningrad 			

		

Siege in Alexander Knaifel’s Agnus Dei”

Katherine Pukinskis (Amherst College and Longy School of Music, US)
		

“Return, Education, and Commemoration in Latvian Song Celebration Performances

		of “‘Put, vejini’”
Maria Fokina (Indiana University, US)
		

“A Requiem for the Unburied: Shostakovich’s Eighth Symphony (1943)”

Chair: Ann Searcy (University of Washington, US)
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Victoria J. Ridgway
Image Title:

MirrorMIRROR
Series Title:

Be - Loved
Victoria J. Ridgway is an Indiana and Louisiana based Photographer. She received her
MFA from Indiana University – Bloomington in 2019 and was a recent Assistant Professor at DePauw University in Greencastle, Indiana. Her work examines power structures / representation with a particular focus on Fat bodies, the positions they are
denied access to, and the urban legend of the Obesity epidemic. Ridgway is a 2019
Alumna of Review Santa Fe. She was awarded an Honorable mention from the 2017
Tokyo International Foto Awards and was a finalist for the International Photography
Annual 7 at Manifest Gallery in Cincinnati, Ohio.

In American culture, which is driven by patriarchal ideals, the large obese body is
stereotyped as unworthy, shameful, and represents a person’s moral corruption.
This bias against Fat bodies creates problems inaccessibility to basic needs such as
health care, clothing, and even comfortable seating in public. The Fat body becomes
both invisible and hyper-visible to be criticized, referred to as a joke and compared to
failure. This dehumanizing of Fat people solidifies the idea that Fat bodies are never
the ideal and therefore should not be taken care of or revered in America’s striving for
body perfection.

									-Victoria Ridgway
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SATURDAY, FEBRUARY 13th

Conference Schedule
(all times EST)

					

Saturday Morning

8:00am-9:30am:
Paper Session: Netflix, Hulu, and HBO: TV Platforms Tackling Trauma
Toby Huelin (University of Leeds, UK)
		

“Listening to Trauma on Netflix: Music, Identity, and Homecoming in Tidelands”

Shersten Johnson (University of St. Thomas, US)
		

“Hulu’s Handmaid’s Tale: Orchestrating Trauma”

James Denis McGlynn (University College Cork, Ireland)
		

“‘I am no longer afraid’: A Case Study on the Musical Communication of

		

Trauma in Narrative Film and Television”

Chair: James Deaville (Carleton College)

Paper Session: Approaching Trauma through Reich's WTC 9/11
Dan Blim (Denison University, US)
		
“Proximity and Distance in Reich’s WTC 9/11”
Chair: Amy Wlodarski (Dickinson College, US)

Paper Session: Songs and Memory under Dictatorship
Jesse Freedman (University of California, Riverside, US)
		

“Memories of Captured Song: Revisiting the History and Legacies of Music-Making in 			

		

Chilean Detention Centers Through the Cantos Cautivos Testimonial Project”

Carlos van Tongeren (University of Manchester, UK) & Pedro Ordóñez (University of Granada, Spain)
		

“Flamenco and Francoism: Engaging with Legacies of Dictatorial Violence

		

through Deep Song”

Chair: Sergio Ospina Romero (Universidad de los Andes)

Panel: Interdisciplinary Approaches to Trauma and Healing through Music, Dance
and Narrative
Dionne Champion (University of Florida, US)
		

“Engaging with Racial Histories and the Traumas of Systemic Racism with African

		

American Youth through Music and Dance”

Imani Danielle Mosley (University of Florida, US)
		

“‘They’re Gonna Do It Anyway’: Performing Black Male Death-as-Spectacle in the

		

Music of Black Lives Matter”

Sarah Politz (University of Florida, US)
		

“Postcolonial Trauma and Accountability in Musical Remembrances of the Slave Trade 			

		

in Benin, West Africa”

Colleen Rua (University of Florida, US)
		

“Puerto Rico, You Lovely Island: Music, Trauma and Healing from Broadway

		to San Juan”
Chair: Eric Hung (Music of Asian America Research Center, US)
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Saturday Morning/Afternoon
9:30am-10:00am: Break

					
12:00pm-1:30pm:

Saturday Afternoon

Paper Session: Trauma-Informed Pedagogy and Performance in the College Classroom
Gretchen Horlacher (University of Maryland, College Park, US)

10:00am-11:30am:
Keynote (ASL Interpreter available)
Maria Hamilton Abegunde (Indiana University, US)
		

“‘Sing a Song’, It Will Keep You Calm: Prince, Earth, Wind & Fire and Surviving a

		

Pandemic with a Little Wonder”

Chair: Jillian Rogers (Indiana University, US)

11:30am-12:00pm: Break

12:00pm-1:30pm:
Paper Session: Towards New Ethical Frameworks
Kyle Kaplan (Northwestern University, US)
		

“Graham and Cowell at San Quentin”

Rebecca Lentjes (New York City, US)
		

“Nonconsensual Listening, Everyday Sexism, and the Mundanity of Trauma”

Eric Hung (Rider University, US)
		

“Chronicling Trauma Beyond Pain: Two Asian American Musicians Work to

		

Document Fuller Lives”

		

“The Compassionate Music Theory Classroom: Reverent Acknowledgement”

John Perkins (Butler University, US)
		

“Facilitating Critical Music Pedagogy through Trauma-Informed Interventions: A

		

Qualitative Study”

Mirna Lekic & Steven Dahlke (Queensborough Community College, City University of New York, US)
“Traumatic Musical Narratives in Pedagogical Context”
Chair: Lauren Richerme (Indiana University, US)

Roundtable: Nineteenth-Century Music Review Special Issue Participants on Historicizing
Traumas of the Musical Past
Erin Brooks (State University of New York at Potsdam, US)
Sarah Gerk (State University of New York at Binghamton, US)
Erin Johnson-Williams (Durham University, UK)
Michelle Meinhart (Trinity Laban Conservatoire, UK)
Elizabeth Morgan (St. Joseph’s University, US)
Jillian Rogers (Indiana University, US)
Chair: Alison DeSimone (University of Missouri-Kansas City, US)

1:30pm-2:30pm: Coffee/Happy Hour (depending on your time zone!)

Chair: Rebecca Dirksen (Indiana University, US)

Paper Session: COVID as Contemporary Trauma
Kimberly Williams (University of Florida, US)
		

"Humming Through the Apocalypse: Sound Bathing and Black Woman Healing”

Natalie Farrell (University of Chicago, US)
		

“K. K. COVID-19: Temporality, Cultural Trauma, and the Animal Crossing:

		New Horizons Soundtrack”
James Deaville (Carleton University, Canada)
		

“De-Traumatizing the Pandemic: Music, Media, and the Neoliberal Economy”

Chair: Abigail Shupe (Colorado State University, US)

2:30pm-4:00pm:
Panel: Music in Detention: Sound, Violence, Trauma
Jacob Kingsbury Downs (University of Sheffield, UK)
		

“At the Edge of the Violated Body: Touch, Embodiment, and Technology in

		Headphone Torture”
Elsa Calero-Carramolino (University of Granada, Spain)
		

“Portraits of the Musical National Identity in the Francoist Penitentiary

		

System (1938-1975)”

Anna Papaeti (University of Athens, Greece)
		

“Singing out Terror: Music Communities in Detention during Military Dictatorship

		

in Greece (1967-1974)”

Chair: Luis Velasco-Pufleau (Universität Bern, Switzerland)
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					Saturday Afternoon/Evening
2:30pm-4:00pm:

					
4:30pm-6:00pm

Paper Session: Gendered Trauma and Operatic Women

Paper Session: Addressing Trauma in Educational and Non-Profit Institutions

Hilary Poriss (Northeastern University, US)
		

“Critical Abuse and the Death of Maria Malibran (1808-1836)”

Molly Doran (Indiana University, US)
		

Rebecca DeWan (Michigan State University, US)
		

		

“Modern American Madwoman: Tracing the Development of Complex Trauma in

		

Carlisle Floyd’s Susannah”

Chair: Marcie Ray (Michigan State University, US)

“Music Teachers’ Perceptions of Professional Development on

		Trauma-Informed Pedagogy”
Marissa Silverman (Montclair State University, US)

“Performing Ophelia’s Trauma in the 21st-Century Opera House”

Kate Hamori (Indiana University, US)

Saturday Evening

		

“Music and Trauma Studies, Music Education, and the Praxis of Music

		

Teaching and Learning”

Abimbola Cole Kai-Lewis (New York City Department of Education, Brooklyn, NY, US)
		

“Touching the Sun: Music, Trauma, and Youth in New York City”

Chair: Lauren Richerme (Indiana University, US)

Paper Session: Hearing Traumatic Presents through Traumatic Pasts
Remi Chiu (Loyola University Maryland, US)
		

Lecture Recital
Joseph Toltz (University of Sydney, Australia) & Anna Hirsch (Archivist, Jewish Holocaust Centrer 		

“Peals of Fear and Hope: The Multivalence of Bells Across Two Pandemics”

Alison DeSimone (University of Missouri-Kansas City, US)
		

“The Absence of Trauma in Eighteenth-Century Music and Why It Matters”

Chair: Martha Sprigge (UC-Santa Barbara, US)

and Deakin University, Melbourne, Australia)
		

“Memory in Musical Material Culture: Mapping Narratives of Trauma and Migration

		

in the Music Archive of the Jewish Holocaust Centre, Melbourne”

Chair: Judah Cohen (Indiana University, US)

4:00pm-4:30pm: Break
6:00pm-7:00pm: Saturday Night/Sunday Morning Coffee/Drinks Reception (depending on your time
4:30pm-6:00pm:

zone!)

Workshop
Lucy Dhegrae (National Sawdust, Brooklyn, US) & Kevin Becker (Clinical psychologist, US)
		

“The Body Writes the Score—Processing Trauma through Music and Performance”

Chair: Maria E. Hamilton Abegunde (Indiana University, US)

7:00pm-8:30pm:
Keynote Performance & Talk-Back
Shulamit Ran (University of Chicago, US)
Pacifica Quartet (Indiana University, US)

Paper Session: Music, Trauma, and Civil Wars
Maria Athanasiou (Northumbria University, UK)

Simin Ganatra, violin
Austin Hartman, violin

		“To traghoúdhi tou nekroú aderfoú: Theodorakis’ Narrative Composition on the

Mark Holloway, viola

		

Brandon Vamos, cello

Greek Civil War (1946-1949)”

Emily Abrams Ansari (Western University, Canada)
		

Chair: Jillian Rogers (Indiana University, US)

“Decolonizing Trauma Studies in Music: Historical Memory and Civil War El Salvador”

Thomas Kernan (Roosevelt University, US)
		

“Mourning and Maneuvering: Musical Practice and the New Traumas

		of Reconstruction”
Chair: David McDonald (Indiana University, US)
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Scott Whitworth
Image Title:

Continued Confusion #__
Series Title:

Continued Confusion
Scott Whitworth, going by Scott or notScallen.Shitworth (b. 1989), is a person
living in the Midwestern United States. They first became interested in imagery as a child and became involved in the arts in their later teen years. They left
their home town after high school to attend Kendall College of Art & Design
in Grand Rapids, Michigan, where they received a BFA in photography. More
recently they received an MFA in photography from Indiana University. Their
working methods are process oriented. The most common mediums used for
created works are printmaking, photography, and videography. The subject
matter addressed in works often includes Addiction, Trauma, the ideas behind
what constitutes Mental Illness, among others.

“Existing is confusing. Creating from a place of confusion sometimes leads to
discoveries. Time passes and one becomes momentarily aware, only to find
that the context and details of these discoveries have disappeared or been forgotten. This awareness may lead to more creation and discovery. Investigated
in this ongoing project of works is a much deeper confusion. The works have
spanned various mediums while addressing a variety of subject matter from
which this deeper confusion might stem. Is it the trauma, the mental illness, the
addictions, all, none, or something else entirely? It continues to confuse. ”
									-Scott Whitworth
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SUNDAY, FEBRUARY 14th

Conference Schedule
(all times EST)

						Sunday Morning

8:00am-9:30am:

Paper Session: Music, Memory, and Forced Migration

Nadia Younan (University of Toronto, Canada)
		
“Intersections of Collective Memory and Cultural Trauma in Assyrian Narrative Song: A 		
		
Case Study on ‘The Eagle of Tkhomeh’”
Nick Poulakis (National and Kapodistrian University of Athens, Greece)
		
“Echoes of Trauma in Cinema: Music and the Greek Film Melodrama of the Sixties”
Heather MacLachlan (University of Dayton, US)
		
"Music’s Role in the Persecution of Muslims in Burma/Myanmar"
Chair: Amy Wlodarski (Dickinson College, US)

Paper Session: Listening to Traumatized Bodies in Medical Contexts

Erin Johnson-Williams (Durham University, UK)
		
“Silencing ‘Savage’ Soundscapes: British Imperial Records of C-Sections in
		
Nineteenth-Century South Africa and Uganda”
Erin Brooks (State University of New York at Potsdam, US)
		
“This is a Rhythm I Have Breathed in Since That Day: Polio, Sound, and
		Traumatic Memory”
Michelle Meinhart (Trinity Laban Conservatoire, UK)
		
“Contractions, Cries, and COVID: The Traumatic Soundscapes of UK Lockdown
		Hospital Maternity Wards”
Chair: Samantha Bassler (New York University, US)

Lecture Recital

Joseph Stiefel (Pianist and Musicologist, Indiana University, US)
		
“Healing and Empowerment in Margaret Bonds’s Spiritual Suite for Piano”
Chair: Kristen M. Turner (North Carolina State University, US)

9:30am-10:00am: Break
10:00am-11:30am:

Paper Session: Theatrical Representations of Trauma

Michael Ka-Chi Cheuk (The Open University Hong Kong)
		
“Escaping through Sound: Gao Xingjian’s Absolute Signal”
Allison Bernard (Yale University, US)
		
“Flowers in the Rear Courtyard: Singing the Tune of a Falling Dynasty”
Jeremy Lowenthal (University of Iowa, US)
		
“Air Drama: Traumatic Sound Effects in the Beckettian Skullscape”
Chair: Eleanor Owicki (Indiana University, US)

Paper Session: Trauma, Time, Embodiment, Performance

Hila Tamir Ostrover (Tel-Aviv University, Israel)
		
“The Embodiment of Trauma in Chaya Czernowin’s Pnima... ins Innere”
Alisha Stranges (University of Toronto, Canada)
		
“Dancing with Rupture: Respite, Transcendence, and the Art of Improvised Rhythm
		
Tap in the Aftermath of Psychic Trauma”
Nicolette Van den Bogerd (Indiana University, US)
		
“Holocaust Trauma and Israeli Identity: The Case of Alexandre Tansman’s
		Isaïe le prophète”
Chair: Elizabeth Morgan (Saint Joseph’s University, US)
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10:00am-11:30am:

Sunday Morning/Afternoon

Paper Session: Transformative Spaces: Thinking through Trauma in Classrooms
Jillian Rogers (Indiana University, US)
		

“‘There’s Always Time to Talk About Feelings’: Taking a Trauma-Informed Approach

		

to Musicological Teaching & Training”

Lauren Levesque (Saint Paul University, Canada)
		

“Sounding Possibility, Understanding Risk: Interdisciplinary Perspectives on Aural

		

Leadership in Trauma-informed Teaching and Learning”

Marcie Ray (Michigan State University, US)
		

“Centering Survivors in a Feminist Trauma-Informed Musicology Classroom”

Chair: Katie Kearns (Indiana University, US)

					
12:00pm-1:30pm:

Sunday Afternoon

Panel: Listening to Gendered Trauma after World War II
Ariana Phillips-Hutton (University of Cambridge, UK)
		

“Howling Girls: Trauma, Gender, and Sound in Contemporary Laments”

Martha Sprigge (University of California, Santa Barbara, US)
		

“Gendered Lamentations and Cultural Trauma in the German Democratic Republic”

Abby Anderton (Baruch College, City University of New York, US)
		

“The Audible Survivor: Women’s Songs as Holocaust Musical Testimony”

Chair: Joy Calico (Vanderbilt University, US)

Paper Session: Voice Studies/Trauma Studies
Emily Milius (University of Oregon, US)

Panel: “Better Be Good to Me”: Narratives of Domestic Violence in American Popular Song
Samantha Bassler (New York University, US)
		

“‘Reasons I Drink’: Alanis Morissette, Trauma, and Being an Angry Woman”

Anna Gotlib (Brooklyn College, City University of New York, US)
		

“The Smile of Claudia Gator: Magnolia, Aimee Mann, and Forgiveness”

Elizabeth K. Keenan (Columbia University, US)
		

“Daddy’s L’il Girl’: Riot Grrrl and Childhood Sexual Abuse”

Lauron Kehrer (Western Michigan University, US)
		

“See Me Now: Awareness and Advocacy Around Domestic Violence in LGBTQ+

		
Relationships Through Pop Music”
Chair: Stephanie Jensen-Moulton (Brooklyn College, City University of New York, US)

		

“Kesha’s Vocal Representations of Trauma and Recovery in ‘Praying’”

Sasha Drozzina (Purdue Fort Wayne University, US)
		

“IC3PEAK Whispers and Screams po-Russki (in Russian) of Cultural Downfalls

		in Russia Today”
Zeynep Bulut (Queen’s University Belfast, UK)
		

“A Piece of Sustainability”

Chair: Alexandra Apolloni (Yale University, US)

Paper Session: Spectacles of Trauma in the 19th Century
Annelies Andries (Utrecht University, the Netherlands, & University of Oxford, UK)
		

“Controlling War Traumas at the Circus, c. 1800”

Stephen Armstrong (Eastman School of Music, US)
*This panel will go from 10am to 11:50am.

11:30am-12:00pm: Break
12:00pm-1:30pm:

		

“Shipwreck, Trauma, and Disaster Tourism in Bellini’s Il Pirata”

Anthony Barone (University of Nevada, Las Vegas, US)
		

“Musical Process and Trauma in the Discourses of Wagner’s Ring”

Chair: Sarah Gerk (Binghamton University, US)

Paper Session: Expressing Trauma through Ritual and Spirituality
Napakadol Kittisenee (University of Wisconsin-Madison, US)
		

“Buddhist Ode to National Liberation: Liturgy of Wars and Atrocities”

Martin Greve (Orient-Institute Istanbul, Turkey)
		

“Musical Expression within the Traumatized Society of Dersim (Central Eastern Anatolia)”

Alicia Monroe (Universityof North Carolina at Chapel Hill, US)
		

“Sorrow and Celebration in Afro-Catholic Burials in Southeastern Brazil, 1850-1870”

Chair: Lindsay Johnson (University of Maryland, Baltimore, US)

1:30pm-2:30pm: Break
2:30pm-4:00pm:
Keynote (ASL Interpreter available)
Maria Cizmic (University of South Florida, US)
		

“Reflections on Music and Trauma in Ariel Dorfman’s Death and the Maiden”

Chair: Michelle Meinhart (Trinity Laban Conservatoire, UK)

4:00pm-4:30pm: Break
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4:30pm-6:00pm:

Sunday Evening

Paper Session: Gender and Ethnographies of Institutional Trauma
Anthea Skinner (University of Melbourne, Australia)
		

“‘He had a Rough War’: Trauma in the Australian Army Band Service After World War II”

Alyssa Wells (University of Michigan, Ann Arbor, US)
		

“A Band of Brothers?: Abuse in Drum Corps International”

Elly Scrine (University of Melbourne, Australia)
		

“Beyond Trauma-Informed Practice: The Role of Music Therapy in a Shifting

		 Trauma Paradigm”
Chair: Imani Mosley (University of Florida, US)

Paper Session: Voicing Cultural Trauma in the 1960s and 1970s
Kristen M. Turner (North Carolina State University, US)
		

“Cultural Trauma and the Importance of Music in the Civil Rights Movements”

Claire Buchanan (Indiana University, US)
		

“‘We’ve got to get ourselves back to the garden’: Analyzing Woodstock as

		a Trauma Response”
Diana Blom & Pamela Withnall (Western Sydney University, Australia)
		

“Hearing Trauma in Australian Popular Songs of the Vietnam War”

Chair: Gwyneth Bravo (New York University, Abu Dabai)

Lecture Recital
Lucy Fitz Gibbon (Soprano, Bard College, US), Ryan MacEvoy McCullough (Pianist, Cornell
University, US) & Mackenzie Pierce (Musicologist, University of Michigan, Ann Arbor, US)
		

“Private Trauma and Public Memory in the Art Song of Grazyna Bacewicz, Tadeusz

		

Zygfryd Kassern, and Zygmunt Mycielski”

Chair: Lisa Cooper-Vest (University of Southern California, US)

6-6:15pm: Closing Remarks
Erin Brooks, Jacqueline Fortier, Michelle Meinhart, & Jillian Rogers
		
Conference Organizers from Indiana University, SUNY-Potsdam, and Trinity
		Laban Conservatoire
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Andrés Mario de Varona
Image Title:

Constant Bruising
Series Title:

Contact
Andrés Mario de Varona is a Cuban-American artist living & working in New
Mexico. After attending Center’s Photographic Review in 2019 for his selected
portfolio: Contact, he decided to make La Cienega his new home. Since moving
to the desert, Andrés next chapter of imagery titled TRIALS has started, and his
community project/structure dubbed The Refuge has come to be.
www.andresmario.com

‘Contact is a reconnection to death through the practice of rituals and performance. I create these ceremonies myself and with family members, while often
incorporating the last article of clothing that was purchased yet never worn by
my mother before she died. I seek to compose a rich visual exploration of grief
and loss; of getting close with death against a cultural context that couches one
of life’s few hard guarantees. As we navigate transitioning familial roles and responsibilities, we create spaces that allow us to confront the psychological and
somatic shock that death delivers.”
									-Andrés Mario de Varona
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Friday Morning
9:30am-11:00am:
Paper Session: Sounding Ecological Trauma

42

Olusegun Titus (Obafemi Awolowo University, Nigeria)
Sounding the Trauma of Oil Exploitation and Environmental Degradation in Nigeria Popular Music
The discovery and production of oil in Oloibiri community in the late 1950s in Nigeria has brought
unimaginable environmental crisis to the Niger Delta area where the oil is extracted. Oil exploration also marked the beginning of environmental degradation of the air and aquatic life as well as
the impoverishment of the people that inhabit the region. While the transnational corporations’
profits from oil, many musicians have also seen oil exploration and its attendant environmental
degradation of Niger Delta to produce an art form rooted in resistance. Music produced by artistes such as Felix Liberty popularly known as Lover Boy and Inatimi Alfred Odon popularly known
as Timaya, has served as a marker of resistance to how Nigerian government and oil transnational
corporations pollute the environment and looting the economic life of the people. Music as an art
of resistance has therefore cemented a synergy between activists and enclaves of extraction in an
attempt at creating awareness of transnational economic looting and promotes environmental sustainability. The music produced by these artistes seeks to draw attention to the destructive effects
of oil multinationals on the people’s economic lives as farmers and fisher folk. This article engages
Rob Nixon’s concept of slow violence and environmentalism of the poor and unpins the discourse
on ecomusicology theory, cultural history, and ethnography, textual and musical analysis. The paper suggests that music is powerful enough to explain the Transnational Corporations’ (TNC) theft
of African resources. TNC do not merely destroy the economies and environments, they steal and
loot African resources.  In carrying out this research the selected musicians and their relations were
visited and interviewed. Music produced by artistes such as Felix Liberty popularly known as Lover
Boy and Inatimi Alfred Odon popularly known as Timaya, , that focuses on environmental degradation. The songs were played severally and interpreted. The songs were translated from pigin to
standard English. Niger Delta selected community members were interviewed to ascertain the
import of these songs and how the songs explains and represents their yearnings and how it has
affected their orientations and struggles. I conclude that music has potential to project the environmental and human degradation conditions and increase awareness and develop eco resilience and
reduce eco anxiety among the developing countries like Nigeria.
Olusegun Titus is a Senior Lecturer in the Department of Music, Obafemi Awolowo University, Nigeria. He obtained a PhD in Musicology from University of Ibadan. His research focuses on ecomusicology, medical musicology, music and migration, urban studies and peacebuilding.
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He has published in high impact journals. He is a Fellow, IFRA-Nigeria 2012; Fellow, Leventis and visiting scholar, University of London 2014; Fellow, Ife Institute of Advance Studies 2017; Fellow, AfOxTORCH and visiting scholar Oxford University 2019 and Fellow, ACLS/AHP 2020.

Kate Galloway (Rensselaer Polytechnic Institute, US)
Listening to and Embodying Environmental Trauma: On the Silences and
Soundings of Extraction in Environmental Sound Art
I explore music and sound art that serves as a remedy to extractive music in an era of perpetual
ecological violence, institutionalized climate change denial discourse, environmental catastrophe, and ongoing settler-colonial trauma inflicted upon traditional Indigenous lands and its past
and present communities and stewards. Bridging the fields of trauma studies, sound studies, and
the environmental humanities and placing them in conversation, I explore a range of examples
where environmental trauma is embodied, codified, and aurally translated in sound art. Extractive
music refers to music where compositional and listening practices ambiguously serve as an ecological remedy while also inflicting environmental harm. I am using extraction to refer to the removal industrial contaminants embedded in the nonhuman environment by human industry, but I am
also referencing traumatic acts of natural resource removal—including the extraction of sound from
a specific location using field recording—by the settler-colonial extraction industries. How is actual
world resource extraction and social and ecological trauma animated, scored, and represented in
sound art? For example, soundscape compositions remove, rework, and remediate site-specific sounds to create immersive soundscapes that listeners can occupy from the comfort of their
high-quality headphones. And while the digital music industry appears to produce less material
discard, it is not a form of carbon-neutral listening, demanding high energy use and large acreages
of server farms (Devine 2019). I illustrate the material, social, and environmental realities of music that is complexly caught up in embodied and sonorous contemporary ecological trauma politics, as I listen to examples of anti-extractionist and reparative activism in sound art focused on
ecological trauma and the climate crisis.

						

Friday Morning

Shelby Oxenford (The University of Texas at Austin, US)
Archiving the Air: Ambient Music and Fukushima
Following the March 11, 2011 earthquake, tsunami, and nuclear accident triple disasters in northeastern Japan (3.11), Fukushima-based musician Saito Koji composed a record of the atmosphere
of the aftermath in a series of minimalist, ambient loops titled “Helplessness” and “Hope.” Likely
intended to be a series of ten tracks of each, the project stopped after five “Helplessness” tracks
and five “Hope” tracks, and Saito stopped releasing music with the label he had been working with
for the project. He has since continued to frequently release and then quickly delete other ambient,
minimalist tracks, some of which explicitly relate to the disasters, on his Bandcamp website, thereby creating an unstable archive of everyday life in post-3.11 Fukushima. Borrowing from media theorist Paul Roquet’s work on the ambient, I argue that Saito’s music does the work of “reading the air”
of the aftermath of the disasters, rendering nuclear anxiety and trauma legible by other means. Always at risk and on the verge of disappearing, Saito’s music writ large, and the “Helplessness” and
“Hope” loops in particular, form, borrowing from the works of Ann Cvetkovich and Abigail De Kosnik, an anarchic archive of feeling of disaster. This anarchic archive allows us to think beyond potentially pathologizing language surrounding trauma, and instead to think about what power there can
be in the repetition and lingering of the ambient. Saito’s works allow us to consider what it means to
live everyday life in the aftermath of and in the midst of ongoing risk of harm from disaster, and how
both harm and healing might be able to take place.
Shelby E. Oxenford is a lecturer in the Department of Asian Studies at the University of Texas at
Austin. Her research focuses on postwar and contemporary Japanese literature and media, and
she is currently at work on a book project regarding how narratives were interrupted, generated,
and reworked in the aftermath of the triple disasters of 3.11 in Northeastern Japan. She is otherwise
interested in comparative approaches to how legacies of trauma have been accounted for, or not, in
contemporary Japan and Korea.

Kate Galloway is on faculty at Rensselaer Polytechnic Institute. Her research and teaching address
sonic responses to environmentalism, sound studies, digital culture and interactive media, and
Indigenous musical modernities and ecological knowledge. Her monograph Remix, Reuse, Recycle:
Music, Media Technologies, and Remediating the Environment examines how and why contemporary artists remix and recycle sounds, music, and texts encoded with environmental knowledge.
Her work is published in Ethnomusicology, MUSICultures, Tourist Studies, Sound Studies, Feminist Media Histories, and Popular Music.  
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Friday Morning
9:30am-11:00am:
Paper Session: Sonic Activism in Response to Trauma

						

Destiny Meadows (University of Miami, US)

Ytnahaw ga’: Music, Sound and Public Trauma in Postcolonial Algeria

Negotiating Trauma through Music Video Creation during the United States
HIV/AIDS Epidemic (1987-1995)

In February 2019 widespread anti-government protests took place throughout towns and cities
across Algeria. These coalesced into Hirak, a political movement which continues to call for democracy and greater social equality, and millions of Algerians have joined the protests over the subsequent months. Inevitably, music (particularly singing and chanting) have become integral to Hirak,
with the songs used during protests being drawn from a range of sources. In this paper I explore the
ways in which music and sound have helped to shape Hirak, with particular focus upon the negotiation of public and private space through sonic practices. My analysis is framed by the legacies and
lived realities of the social and political trauma manifest in colonial and postcolonial Algerian society, which have shaped both Hirak’s aims and its use of music.
The paper examines the sources of these songs and the spaces in which they are
performed, thinking through the ways in which social inequalities and political censoship have served to foreground particular voices within postcolonial Algeria, while obfuscating
others. How, I ask, have music and sound been employed to negotiate and reify hegemonic power
structures and to challenge political regimes and ideologies? And how do the songs of Hirak reflect
the collective trauma of colonialism, a war of independence, a civil conflict and an unequal postcolonial society?
Since the emergence of the global Covid19 pandemic, the movement’s weekly protests have
been cancelled due to health concerns, and a number of participants have been targeted by the authorities. However, Hirak continues remotely, with the Internet and social media enabling Algerians
to voice their anger. As such, I also consider the important role of digital forms of musical distribution and communication, and the ways in which individuals employ songs to deal with the personal
and collective trauma evident in Hirak.

The early years of the United States HIV/AIDS epidemic (1981-1985) were marked by governmental
indifference towards the virus. Apathy by US leadership towards the crisis and the resulting inaction
by the government subsequently led to the deaths of thousands of Americans. Sensing a need for
education, members of the LGBTQ+ community and allies took matters into their own hands, creating music videos promoting and normalizing safe sex. Creators often partnered with non-governmental agencies, such as the Gay Men’s Health Crisis (GMHC), formed in 1982, and later the AIDS
Coalition to Unleash Power (ACT UP), established in 1987, to produce these videos, with the goal of
disseminating them through public access television for widespread viewership.
Musicological scholarship on the AIDS epidemic as primarily focused on the creation of
popular music by “Top 40” artists in raising the mainstream public’s awareness (Tift 2007, Attinello 2018). In this paper, I instead analyze the archival music videos of activist creators and organizations produced at the height of the HIV/AIDS epidemic (1987-1993). I argue that these videos,
which were created specifically for members of the LGBTQ+ community, provided an effective
way to disseminate information while helping creators and viewers alike deal with the subsequent
trauma and loss stemming from the virus. These videos encouraged individual empowerment and
education during a critical moment in history for the LGBTQ+ community.
Situating my paper in the context of Matthew J. Jones’ research on community and engagement in the arts during the AIDS epidemic, I position this mobilization of activists as an extension of
the earlier gay rights movement of the 1970s. In doing so, I emphasize the agency of these creators
in striving to dismantle homophobic systems of oppression and encouraging the normalization of
safe sex in the LGBTQ+ community.
Destiny Meadows is an M.M. candidate in Musicology at the University of Miami. In 2019, she
received her bachelor’s degree from Furman University in clarinet performance. Currently, her
research centers on music and advocacy during the United States HIV/AIDS epidemic, focusing
on grassroots organizations such as ACT UP and GMHC. Previously, she presented research at the
Southeast Chapter of the American Musicological Society on the interconnection between Ballet
Russes operas Les Sylphides and Les Biches.
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Stephen Wilford (University of Cambridge, UK)

Dr Stephen Wilford is an academic in the Faculty of Music at the University of Cambridge and a
Fellow of Wolfson College Cambridge. His work focuses upon Algerian musics, both in North Africa
and the diaspora, and his current research explores Franco-Algerian musical and sonic encounters
throughout the colonial and postcolonial periods. He is particularly interested in ideas of collective
identity, cultural memory, diaspora and transnational flows of music. He is an elected committee
member of the British Forum for Ethnomusicology and serves on the Ethnomusicology Committee
of the Royal Anthropological Institute.
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Friday Morning

Stephanie Benzaquen-Gautier (University of Nottingham, UK)

						
Friday Morning
9:30am-11:00am:
Paper Session: Media Representations of World War II

‘The Littlest of Stones’: Xiu Xiu’s Sonic Memorials to the Ungrievable

Anita Jorge (University of Poitiers, France)

Since the early 2000s, Californian experimental band Xiu Xiu’s frontman Jamie Stewart has dedicated a substantial part of his music and compositions to issues of violence and trauma. Over time,
he has created specific forms of memorialization intertwining the intimate and the collective. His
own story (the suicide of his father and its long-term impact) is interwoven with stories of others: friends, collaborators and unrelated, anonymous people who are subjected to all kinds of violence and often deprived of voice (abused children, exploited migrants and workers, victims of wars
and disaster). Stewart sometimes pinpoints particular stories such as Mary Turner’s, a young black
woman lynched in Georgia in 1918, and Gul Mudin’s, the young Afghan farmer murdered by the U.S.
army platoon ‘Kill Team’ in 2010. Drawing on Judith Butler’s notion of the ‘ungrievable’ (Frames
of War, 2009), the paper proposes to explore how the open and public mourning for ‘lives that
do not matter’ performed in/by Xiu Xiu’s songs becomes the basis for a militant position. Stewart is also active on social media. He regularly comments on gun violence, police brutality, LGBTQ
rights, neoliberal exploitation, racism, worldwide conflicts and ecological issues. Through this platform, he stimulates his fan base into supporting a range of organizations either providing migrants
with legal counsel, fighting for abortion rights or protecting the environment. Stewart’s style is generally highly emotive and confrontational, and at times ‘over the top’. The paper builds on cultural
theorist Jennifer Doyle’s study of ‘difficulty’ and ‘emotion’ in contemporary art (Hold It Against Me,
2013) to examine the relation between trauma, affect and politics of representation in Xiu Xiu’s extensive body of work. It tries to flesh out methodologies for analyzing the interaction of aural, visual
and textual forms of remembrance. By discussing Stewart’s songs, compositions, concerts, videos,
poetry, social media communication and collaboration with visual artists and directors (Danh Vo,
Susanne Sachsse), the paper aims to find a critical language that can address (non-canonic) performances of traumatic memory at the crossroads of indie rock, popular culture, art, everyday life
and political activism.  

Harmonizing the Traumatic Sounds of the Blitz in Official British WW2
Documentaries

Stephanie Benzaquen-Gautier is an art historian and ERC-Postdoctoral Research Fellow in the
project Cultures of Occupation in Twentieth Century Asia (COTCA) at the University of Nottingham,
UK. She has published on issues of images, remembrance and political violence in journals such
as Dapim: Studies on the Holocaust, Media, Culture & Society, Mémoires en Jeu and the Journal of Perpetrator Research. She has conducted research as Fellow at the Forum Transregionale
Studien and the ICI Institute for Cultural Inquiry in Berlin (2018-2019), the United States Holocaust
Memorial Museum in Washington DC (2012), the Stone Summer Theory Institute at the School of
the Art Institute in Chicago (2010).  
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“[T]he whistle or the explosion or the drone – these are the things that terrify. Fear seems to come
to us most of all through our sense of hearing.” This is how one Mass-Observation investigator
described the reaction of Londoners to the characteristic noises of the Blitz. His conclusions were
based on the testimonies of civilians, whose experiences of the sounds of the Blitz (air-raid sirens,
bombs falling and exploding, the drone of enemy airplanes, or later, V-1 flying bombs) were highly
traumatic. From the beginning of the Blitz in September 1940, discourses were formulated by the
medical community about the pernicious physical and psychological impact of the sounds of war
to which Britons were exposed, and several attempts were made at counteracting their effects. In
particular, it was feared that too much nervous exhaustion would cause the British people’s morale
to deteriorate, and would ultimately help Hitler win the war. The government, through the Ministry
of Information, therefore endeavoured to channel propaganda principles aiming at “domesticating”
and rationalising these sounds in order to neutralize their distressing potential.
This paper will focus on one of the manifestations of these discourses: official documentary
films produced by the Films Division of the Ministry of Information during the Second World War.
At the beginning of the conflict, some official films were audio-visual catalogues explaining to civilians how to interpret the sounds that they were hearing, in order to defuse the reactions of fear and
anxiety associated with them. But even more characteristically so, a great number of films sought
to “harmonize” the sounds of war and establish a musical order within discrete sounds, through a
creative sound aesthetics. For instance, such phrases as the “symphony of war”, the “orchestra of
bombs”, the “overture of bombers”, the “voice” or “melody of the guns” were often to be heard in
the films. The paper will also analyse the symphonic structure of certain films, such as Humphrey
Jennings’ Listen to Britain.
Anita Jorge holds a PhD in British cultural history from the University of Lorraine, France, and graduated from the École Normale Supérieure of Lyon. She currently teaches British history and translation at the University of Poitiers. Her PhD thesis examined the representation of the soundscape
of WW2 Britain in British official documentaries of the period.
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Siv B. Lie (University of Maryland, College Park, US)

Alexandra Lloyd (University of Oxford, UK)

Sounding the Unspoken: Performance, Erasure, and Romani Holocaust
Commemoration

Picturing Sound and Trauma in Marcel Beyer and Ulli Lust’s Graphic Novel
Voices in the Dark (2013)

This paper explores the erasure of Romani trauma and efforts to remediate this erasure through
performance. For centuries, Romanies (also known as “Gypsies”) in Europe have been targets of
racial violence. In France, anti-Romani legislation from the early 20th century enabled the smooth
implementation of Romani internment camps, deportations to concentration camps, and further
racist decrees under Nazi occupation and Vichy rule during World War II. To this day, French institutions have largely failed to acknowledge the Romani victims and survivors of this period. This failure
contributes to ongoing racism faced by Romanies across the nation. At the same time, some members of French Romani communities maintain traditional prohibitions on speaking openly about
past traumas and the deceased. In this paper, I examine tensions around racial identity and memory through the development of Samudaripen, a recent French theatrical production. Samudaripen juxtaposes sound art, music, verbal narrative, dance, and visual imagery to evoke the brutality
of Romani persecution under the Nazi regime. The Romani and non-Romani creators of Samudaripen emphasize the pedagogical utility of these expressive fusions in criticizing mainstream Holocaust historiographies and present-day treatment of Romanies, but the confrontational manner
in which traumatic events are depicted risks alienating the very people it intends to represent. By
analyzing video recordings of the production alongside interviews I conducted with its creators and
other Romanies, I argue that Samudaripen’s provocative use of sound and other media challenges
erasures perpetuated across racial lines. I draw on insight from anthropological, (ethno)musicological, and historical studies of trauma and commemoration to assess whether Samudaripen constitutes a valuable addition to Romani struggles for recognition and reparations despite its incongruence with the customs of some of those it represents.

The multimodal and embodied storytelling afforded by comics and graphic narratives has made
them a popular and productive vehicle for depicting trauma and memory (Rifkind and Davies; Rothberg; Aarons; Earle). Indeed, trauma studies and comics studies have long been intertwined, most
famously in Art Spiegelman’s Maus (1980-1991) which established comics as a legitimate vehicle
for Holocaust representation. One area of such research that has received relatively little critical
attention, however, is the pictorial representation of sound. How do comics creators draw and textualize auditory phenomena in a medium that, unlike a purely literary text, can show as well as tell,
but that still relies on the reader’s imagination to create acoustic worlds.  
In this paper I examine the intersection of sound, trauma, and graphic storytelling
in Ulli Lust and Marcel Beyer’s Voices in the Dark (2013), a graphic novel adaptation of Beyer’s 1995 novel Flughunde [The Karnau Tapes]. Set in the Third Reich, it foregrounds the aggressive soundscape of the period. Its central character is a sound technician working for the
Nazis, who dreams of creating an auditory archive, recording soldiers’ dying utterances on the
battlefield and collaborating with the SS to conduct voice experiments on concentration camp
prisoners. Thus, this text provides an unusual example of a perpetrator’s perspective as trauma is
enacted.  
My reading is informed by a cognitive approach to comics that takes account of readerly
practices and engagement (Kukkonen, Mikkonen, Khordoc), and by Michelle Balaev’s ‘pluralistic model’ of trauma theory that moves beyond a focus on the ‘unrepresentable’ in ways that
could better accommodate analysis of sound and its visual representation. I analyse the ways in
which the text maps sound and trauma, considering both medium-specific techniques and the wider implications of the way sound can be made complicit in violence and persecution.  

Siv B. Lie is an assistant professor of ethnomusicology at the University of Maryland, College Park.
She is interested in relationships between cultural production, race, and politics. Her research in
ethnomusicology and linguistic anthropology examines how Romani (“Gypsy”) groups use music
and language to advance their own sociopolitical and economic interests. Her current book project, Django Generations: Hearing Ethnorace, Citizenship, and Jazz Manouche in France, shows
how music and language shape ethnoracial and national belonging among French Manouche populations. Through ethnographic, performance-based, and archival research methods, her work
explores the politics of expressive practices and the commodification of culture.
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Dr Alexandra Lloyd is a Fellow by Special Election in German at St Edmund Hall, University of Oxford. She has published widely on post-war Germany, most recently in her book Childhood, Memory, and the Nation: Young Lives under Nazism in Contemporary German Culture (forthcoming
2020) and as a contributor to Documenting Trauma in Comics: Traumatic Pasts, Embodied Histories, and Graphic Reportage, ed. by Dominic Davies and Candida Rifkind (2020). Her current
project examines depictions of Nazism in contemporary German-language comics and graphic
narratives. She is also a Knowledge Exchange Fellow at The Oxford Research Centre in the Humanities (TORCH).   
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Paper Session: Sounding Trauma on Screen

						

Reba Wissner (Columbus State University, US)

I’m Dreaming of a Better Past: (Yugo) Nostalgia in Manchevski’s Film Before
the Rain

Depictions of Music Making in Fallout Shelters on 1950s and 1960s Television
During the early Cold War in the 1950s and 1960s, the topic of potential nuclear weapons attack on
the United States was everywhere. During this time, families were urged to build fallout shelters in
their homes into which they could bring their families and survive any attack. Knowing many people also lived in cities and apartments and could not build their own shelters, local governments
were urged to build community fallout shelters for those residents. As a result, television civil defense films about moving into shelters during an attack abounded and even fictional television
episodes took on the topic. But hardly anything could lessen the fear that people had about having
to use these shelters. Arthur G. Neal writes in his book, National Trauma and Collective Memory:
Extraordinary Events in the American Experience (2005), fallout shelters were notoriously traumatic places where people would have to spend a minimum of 2 weeks in overcrowded conditions
with lined barrels for toileting needs, government supplied food, and only the clothes on one’s back
while waiting to see if the world that they once knew still existed or was completely annihilated.
Both government civil defense films, which aired on television, and fictional television episodes, depicted music making in fallout shelters during Atomic Bomb attacks. While it may seem
incongruous, some of the shelters in these films and episodes are equipped with pianos and guitars
and singing along to these instruments was commonplace. Consistent with recent research by
Garrido et al. (2018) that shows music making can function as a coping mechanism for trauma, I
propose that these depictions served two purposes: to illustrate a coping mechanism that could be
used in civil defense emergencies and a way to lessen the traumatic effect that depictions of Atomic war could have on viewers.
Reba Wissner is Assistant Professor of Musicology at Columbus State University. She received her
MFA and PhD in musicology from Brandeis University and her BA in music and Italian from Hunter
College of the City University of New York. She is the author of three books, A Dimension of Sound:
Music in The Twilight Zone and We Will Control All That You Hear: The Outer Limits and the Aural
Imagination, and Music and the Atomic Bomb on American Television, 1950–1969.
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Ana Djordjevic (University College Cork, Ireland)

In post-Yugoslav cinema war trauma was often shown in connection to nostalgia characters (and
film makers) expressed towards the loss of the country they shared (Yugoslavia) and the values and
the way of life it represented. This reflects Svetlana Boym’s description of nostalgia as “longing for
a home that no longer exists or has never existed” (Boym, xiii). In her seminal work The Future of
Nostalgia (New York: Basic Books, 2001) Boym continues stating that nostalgia usually develops
as a “double exposure, or a superimposition of two images – home and abroad, past and present,
dream and everyday life” and the moment one tries to force it into one image, it breaks the frame
(Boym, xiv). The character of Aleks in Milcho Manchevski’s film Before the Rain (1994) is a good
example how this breaking of the frame occurs when one returns home after living abroad for over
fifteen years, and experiencing trauma in Bosnian war in early 1990s.
The soundtrack for this film is originally composed music highly influenced by traditional
music Former Yugoslav Republic of Macedonia and surrounding areas. However, one scene in the
film stands out as it is underscored by a pre-existing song Sanjam (I’m Dreaming) by Yugoslav
rock’n’roll band Indexi. In this paper I will analyse this scene in in the context of yugonostalgia, a
form of nostalgia that emerged in former Yugoslav republics after the dissolution of the country
in 1991. In broadest terms, yugonostalgia is often described as longing for the good old days of
prosperity and cohabitation in “brotherhood and unity” between nations. My aim in this paper is to
investigate why Yugoslav popular music heritage played an important role in yugonostalgic narratives after the breakup of the country and how is that connected to the (non)acceptance of the war
trauma as shown in Before the Rain.  
Ana Djordjevic (1991), PhD student of musicology at Department of Music, School of Film, Music
and Theatre, University College Cork. Her PhD research project is Once upon a time there was
a country: post-Yugoslav war cinema and its music (supervisor - Danijela Kulezic-Wilson). She
holds MA degree in musicology from Faculty of Music, University of Arts in Belgrade, Serbia. Participated on several conferences in Belgrade, Banja Luka (Bosnia), Graz (Austria), Munich (Germany), and published several papers in collective conference editions and musical journals.
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11:30am-1:00pm:
Keynote (ASL Interpreter available)

Friday Afternoon

Lucy Dhegrae (National Sawdust, Brooklyn, US)
“Losing My Voice, Finding My Artistry: Creativity, Healing, and Post-Traumatic
Growth”
Lucy Dhegrae is a singer committed to changing and challenging how vocal music is perceived,
performed and programmed. Hailed as an “adventurous mezzo-soprano” and “raconteur” (The
New Yorker) known for her “vocal versatility and an omnivorous curiosity” (The New York Times),
she moves easily between a broad variety of styles, and can be found “everywhere new music is
being sung” (New York Classical Review). Since 2013 she has been an advocate and public speaker
for the organization RAINN, and recently presented a multi-concert project entitled The Processing Series, exploring trauma’s relationship to the voice, at National Sawdust (Brooklyn) as an Artist-in-Residence.
2:00pm-3:30pm:
Roundtable: Journal of American Musicological Society Music and Trauma Colloquy
Erin Brooks (State University of New York at Potsdam, US)
Molly Doran (Indiana University, US)
Sarah Gerk (State University of New York at Binghamton, US)
Eric Hung (Music of Asian America Research Center, US)
Jenny Olivia Johnson (Wellesley College, US)
Tammy Kernodle (Miami University, US)
Fred Maus (University of Virginia, US)
Molly Ryan (Independent Scholar, US)
Chairs: Maria Cizmic (University of South Florida, US) & Jillian Rogers (Indiana University, US)
Since 2019, Maria Cizmic and Jillian Rogers have been planning a colloquy for publication in
the Journal of the American Musicological Society on the subject of music, sound, and trauma. This colloquy, still in preparation, brings together scholars at various career stages who are
currently working at the intersections of music studies, sound studies, and trauma studies to reflect on various applications of trauma studies in their own work and what music studies can contribute to the interdisciplinary conversation around trauma. In this roundtable, participants will
provide brief summaries of their in-progress contributions to the JAMS colloquy, followed by a discussion moderated by conveners Cizmic and Rogers. Through a lively conservation on their current
work and its observations and implications, the colloquy’s participants will address what music and
sound studies might gain from trauma studies.
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Erin Brooks is Assistant Professor of Musicology at the State University of New York–Potsdam.
While research interests include opera, film, gender and sexuality, disability, and urban geography,
her current work on trauma focuses on historical sound studies. At AMS national meetings, she
co-organized a panel on trauma studies in 2017 and presented on sonic trauma in 2018; she has
also shared this research at Durham University and the Royal Musical Association. In addition to
forthcoming work on sonic trauma during France’s l’année terrible, Erin is currently engaged in a
project on sound, trauma, and the polio epidemic and is one of the co-organizers of this conference.
Molly C. Doran is a PhD candidate in musicology at Indiana University Bloomington. Her dissertation, “Representing Trauma and Suffering on the Late-Nineteenth-Century Operatic Stage: Gender, Hysteria, Maternity, and Culture in France,” examines representations of women’s trauma and
suffering in French opera. Combining critical analytical approaches from musicology, performance
studies, and trauma studies, her work demonstrates how operatic performance, both historical
and contemporary, can signify forms of witness-bearing. Recent awards include the IU musicology department’s 2020–2021 Dissertation Year Fellowship, a Chateaubriand Fellowship to support
research in Paris during spring 2020, and a David Henry Jacobs International Overseas Musicology
Fellowship.  
Sarah Gerk is Assistant Professor of Musicology at Binghamton University. Her research examines the role of music in negotiations of race, class, gender, and national allegiance, particularly
in nineteenth-century American music. Dr. Gerk has published on such varied topics as Thomas
Moore’s Irish Melodies in the United States, Amy Beach’s Gaelic Symphony, and Alice Cooper’s
relationship with the city of Detroit. Her current book project examines Irish diaspora in US musical
life, including an investigation of how songs about the Irish Famine became a medium for the expression of grief and trauma during the US Civil War. She holds a PhD in historical musicology from
the University of Michigan.
Eric Hung (he/him/his) is Executive Director of the Music of Asian America Research Center, and
Adjunct Lecturer in the College of Information Studies at the University of Maryland. His research
focuses on Asian American music and public musicology. He is also an active pianist and conductor
who has performed in Germany, Austria, Hong Kong, Australia and throughout North America. Prior
to joining the nonprofit world full-time, he was a tenured professor at Westminster Choir College of
Rider University. Hung holds a Ph.D. in musicology from Stanford University and an MLIS in Archives and Digital Curation from the University of Maryland.
Jenny Olivia Johnson is a composer and sound artist who also writes about music, memory, trauma, and synaesthesia. Her current interests include creating musical experiences that explore
boundaries between multi-media installations and live performances; composing and producing
concept albums designed for emotive listening within the intimate space of one’s headphones; and
writing about the complexity of what it means to love musical works that were created in traumatic
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writing about the complexity of what it means to love musical works that were created in traumatic
contexts, or by composers and performers with questionable ethics. She is Associate Professor of
Music at Wellesley College.
Tammy Kernodle is Professor of Musicology at Miami University of Ohio. Her scholarship and
teaching has been primarily in the areas of African American classical music, jazz, popular music,
and gender. Kernodle is the author of the biography Soul on Soul: The Life and Music of Mary
Lou Williams and served as Associate Editor of the three-volume Encyclopedia of African American Music. She served as a scholarly consultant for the National Museum of African American
History and Culture’s inaugural exhibits entitled “Musical Crossroads” and appears in a number of award-winning documentaries including Mary Lou Williams: The Lady Who Swings the
Band and Girls in the Band and recently Miles Davis: Birth of the Cool.
Fred Maus teaches music at the University of Virginia. He has written on music and narrative, gender and sexuality in relation to discourse about popular music, embodiment, music therapy, and
other subjects. He was a founding member of the editorial board of the journal Women and Music and for several years its book review editor; he served as the first Chair of the Queer Resource
Group of the Society for Music Theory. Recent essays include "Listening and Possessing" (forthcoming), "Sexuality, Trauma, and Dissociated Expression" (2015), "Berlin Postcards" (2015), "Classical Concert Music and Queer Listening" (2013), and "Narrative and Identity in Three Songs about
AIDS" (2013). He is co-editor of the Oxford Handbook of Music and Queerness (forthcoming).
Mary Ellen (Molly) Ryan is an independent scholar who received a PhD in Musicology from Indiana
University in 2016. She is the author of “‘Our Enemies Are Gathered Together’: The Politics of Motets During the Second Florentine Republic,” which appeared in the Summer 2019 issue of Journal
of Musicology. Molly has presented her work on trauma in relation to motet performance duringand after the Sack of Rome at Durham University’s 2018 conference “Trauma Studies in the Medical Humanities” and integrates her work on music and trauma into her current musical practices as
Director of Music and Liturgy at Immaculate Conception Catholic Church in Port Clinton, Ohio.
Maria Cizmic is the author of Performing Pain: Music and Trauma in Eastern Europe (Oxford
University Press). In this work, Cizmic looks to trauma studies in order to analyze the ways in which
music composition, embodied performance, and film music can be understood to represent trauma. By focusing on late-20th century composers in Eastern Europe, Cizmic argues that this generation of composers participated in a late-socialist culture focused on historical and cultural memory of past traumatic events. Her areas of research and teaching also include 20th-century American
experimental and popular music; film music; disability studies; embodied performance, technology,
and mediation. She has published in American Music and Music and the Moving Image and is
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currently Associate Professor in the Humanities and Cultural Studies Department at the University
of South Florida. Dr. Cizmic holds a PhD in musicology from UCLA.
Jillian Rogers is Assistant Professor of Musicology at Indiana University. Jill’s research centers
on music and sound as embodied phenomena, and, in particular, on relationships between music/ sound and how people have historically experienced and coped with trauma. Her interests in
French modernism, affect and psychoanalytic theory, sound studies, and trauma and performance
studies coalesce in her current book project, Resonant Recoveries: Music and Trauma Between
the Wars (OUP 2021). In addition to currently co-editing special issues of Nineteenth-Century Music Review, Revue de Musicologie, and Journal of Musicology, Jill is a founding researcher for the
Sonic Histories of Cork City Project and a co-organizer of this conference.

11:30am-1:00pm:
Paper Session: Trauma and Experimental Opera

Joy Calico (Vanderbilt University, US)
Experimental Opera as a Site of Trauma and Coping: Chaya Czernowin’s Infinite Now
Because opera’s superpower is spectacle, I find myself asking if it is even possible for the
genre to treat the subject of trauma ethically, and without lapsing into exploitation. The opera Infinite Now (2017) suggests that it is.  This staging and sonification of trauma culminates in a first tiny glimpse of recovery, yet it avoids the genre’s historic pitfalls of sensationalist spectacle and redemptive narrative arc.  Instead, in the absence of conventional plot, this
experimental piece is an intensely disorienting, immersive audience experience, catalyzed by staging and realized in sound design. Infinite Now is defined visually and aurally by an aesthetic of
extreme slowness as a manifestation of the inability to move on from an experience, the temporal
distortion of remaining stuck in an infinite now. The key to this is Czernowin’s use of electronics,
which allows her to build a vast, glacially-paced soundscape unrestrained by the physical limits of
singers or instrumentalists, even while the pit is filled with the latter and the stage is populated by
the former. The sound world consists of pre-recorded electronics as well as live actors, singers,
and instrumentalists, each of which is miked. An engineer diffuses, localizes, mobilizes and mixes
these sounds as a form of spatial dramaturgy to make the hall like “the inside of a head/heart/
body,” meaning the audience occupies an impossible space: the interior of another person. The
libretto is fragmentary and its meaning elusive, as it consists of two unrelated texts in multiple languages, each recounting its own traumatic experience.  I would argue that Czernowin and her team
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have in fact created an opera about trauma without exploitation; the question is whether this is an
experience of trauma that an opera audience is willing to have.
Joy H. Calico is Cornelius Vanderbilt Professor of Musicology at Vanderbilt University’s Blair School
of Music. She is the author of two books, both from University of California Press: Brecht at the
Opera and Arnold Schoenberg’s ‘A Survivor from Warsaw’ in Postwar Europe. Her current project
is a book about opera since Salome through the lens of convention, and she has recently published
work on operas by Olga Neuwirth, Kaija Saariaho, and Helmut Lachenmann. She is former Editor-in-Chief of JAMS, and currently serves on the AMS Board of Directors.
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Megan Steigerwald Ille is an Assistant Professor of Musicology, Educator at the College-Conservatory of Music, University of Cincinnati. Her research focuses on the roles of place and digital mediation in the twenty-first century U.S. opera industry. She is currently working on a book on the Los
Angeles-based opera company The Industry titled Opera for Everyone: Experimenting with American Opera in the Digital Age, that considers the impact of experimental spectatorship practices
on contemporary operatic performance. She has articles forthcoming in the Journal of the Society
for American Music and the Opera Quarterly.  

Workshop

Megan Steigerwald Ille (University of Cincinnati, US)

Heather Aranyi (Northwestern University, US)

“When the gut outgrows the spirit:” Representing Trauma and Erasure in The
Industry’s Sweet Land

Systematic De-Sensitization and Trauma-Informed Practices from Warm-Ups
to Post Performance: Utilizing Performance to Help the Body Heal from
Trauma

Although operatic performance represents one form of colonial expansion, the genre is seldom
used as the means by which audiences are asked to confront the historical trauma inflicted by colonialism and western hegemony more broadly. Sweet Land, a site-specific opera that premiered
in February and March 2020 in Los Angeles, however, was composed with these intentions in
mind. Composed by Du Yun and Raven Chacon and produced by experimental opera company The
Industry, Sweet Land uses iterations and repetitions of two U.S- American myths: the first Thanksgiving, and westward expansion as a way to confront audiences—and the opera industry—with the
violence and erasure of colonization. While Naomi André has explored the consequences of segregationist violence on twentieth-century opera reception, and Juliana M. Pistorius has considered
coloniality in operatic performance, there has been relatively little critical attention paid to the role
of the creative and rehearsal process in creating experimental operatic works that depict narratives
of historical trauma.   
In this paper, I explore how the creative team and performers navigated and performed the
violence of historical erasure in Sweet Land. Sweet Land combines site-specific performance with
musical-narrative fragmentation to present a vision of western hegemony through the lens of settler-colonialism.  Using ethnographic accounts by performers, librettists, and composers, I argue
that Sweet Land envisioned a new definition of opera in which creators and performers had creative agency to alternately subsume, deploy, and re-envision lived experiences of racial and ethnic
violence. I conclude by turning to another form of erasure that cut short the run of Sweet Land: the
COVID-19 pandemic, which forced The Industry to create a digital version of the opera. This final
modality thus hints at the elision of past, present, and future forms of erasure, trauma, and indeed,
creative restitution brought to light by this production.  
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Trauma Informed Practice is a critical tool for all clinicians working with the voice. As a faculty
member and master teaching artist at the Lyric Opera of Chicago, Professor Aranyi has developed
concrete tools to teach the connected voice and performance practice in a trauma informed pedagogical manner to children and adults. She has been featured in six documentaries by the Lyric
Opera and has led numerous trainings around the country on trauma informed practice. Her workshop will teach clinicians how to recognize signs of potential disassociation, different methods of
teaching about the breath, and how to utilize the connected force to help people heal from trauma.
Physiological mechanisms that are activated in the connected voice will be discussed and examined in the workshop. Participants will learn how some activities can inadvertently re-traumatize
students. Participants will leave with specific exercises which she has developed over two decades
to assist children and adults who are healing from trauma.  
Professor Heather Aranyi M.Ed., M.M. teaches at The Farley Center for Entrepreneurship and Innovation at Northwestern. She is also the Coordinator for The Wildfire Pre-Accelerator Program at The
Garage at Northwestern. Outside of Northwestern, she is on faculty at the Lyric Opera of Chicago,
an ordained Cantor who serves at Congregation Beth Am, and the founder and CEO of Aranyi Enterprises.  
She is a noted keynote speaker and thought leader and has received numerous honors in
recognition of her innovative work, including a McCormick Fellowship. Her proposal investigating
the role of the connected voice in healing of trauma was recently awarded a prestigious IDEA Dialogue at the Buffett Center for Global Studies at Northwestern University. The IDEA dialogue
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convened a multi-disciplinary group of renowned scholars to investigate how the connected voice
and breath can help the body heal from trauma. The Lyric Opera has featured her work in six documentaries.
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El Schoepf (University of Baltimore, US & Gestalt Therapy Institute, US) &
Katy Shaffer (University of Baltimore, US)
Music Students’ Experience of Trauma and Oppression

4:00pm-5:30pm:
Paper Session: Musical Institutions and the Traumas of Racism and Sexism

Ayesha Casie Chetty (University of Cincinnati, US)
Being Black, Being an Opera Singer: How Music Institutions Facilitate Trauma
Western classical music in general, and opera as a sub-genre within this genre, is a white cultural
product, within a field that is constantly reproducing its image of whiteness. While the number of
non-white singers, specifically black singers have increased within this field, there is still a lack of
representation, both in schools as well as on stages. Music schools, the training grounds for careers
in opera, are predominantly white both in personnel and in curricula. Opera singers in training have
to conform to specific images and mold their bodies to be both aurally and visually conforming
instruments to have any chance of success in the field. While there is significant research on the
therapeutic benefits of musicking, there is scant research on how musical training, particularly in
established educational institutions can be harmful or traumatic experiences, and how musicians
experience these. This paper uses qualitative data from semi-structured interviews with 25 black
opera singers to analyze their experiences within these institutions, demonstrating some of the
ways in which emotional trauma can be inflicted on and experienced by these singers in predominantly white music schools, and in predominantly white professional or semi-professional operatic
institutions. This research reveals the palpable effects that white-washing opera and the image of
opera singers have on young black singers training for careers in this field.
Ayesha Casie Chetty is a doctoral candidate in Sociology at the University of Cincinnati. Her research lies at the intersection of culture, race, gender, and bodies, with a focus on music.
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Researchers in the field of counseling psychology have sought to understand the effect that oppressive environments have on the individual through studying concepts like privilege (Adams,
2013), microaggressions (Sue, 2010), and internalized oppression (Tappan, 2006). Recently, scholars have begun to examine inequity in classical music education stemming from class, gender, and
racial issues (Bull, 2019). There is still a need, however, to understand how systemic forces such as
racism, sexism, and classism function in the classical music training environment and the impact
that systemic inequity has on student (and artist) mental health. The authors conducted exploratory research into these issues using a mixed-methods approach that collected data on mental
illness symptoms, stigma, and experiences of privilege, oppression, and educational trauma in
music students currently enrolled in a degree-granting program (BM, MM, DMA, or GPD) in the
United States. Using a qualitative approach and examining the classical music training environment through the lens of counseling psychology, the authors will present preliminary data on the
phenomenological experiences of music students. By turning a critical eye to the system in which
classical musicians are educated, we hope to illuminate how the embedded nature of racism, classism, and sexism in classical music education results in complex relational trauma for students and
musicians in marginalized groups, and how attending to this trauma by centering historically marginalized voices might provide social healing and justice for the field of classical music.
El Schoepf, M.S.(they/she) is a social science researcher who studies and teaches about power,
privilege, and oppression in the performing arts. After burning out of a performing career, El sought
to improve mental health services in the performing arts sector by becoming a therapist. Their research about stratified economies’ effect on human behavior and experience served as inspiration
for an experiential simulation game they developed called “Star Ensemble: Exploring Power and
Privilege in Classical Music.” El holds degrees in counseling psychology and music and is currently a
trainee at the Gestalt Therapy Institute of Philadelphia.
Katy Shaffer, Ph.D.(she/hers), is a counseling psychologist who trains mental health counselors at
the University of Baltimore. Her research work includes investigations of the effect of multicultural
psychology courses on undergraduate students’ knowledge and appreciation of diversity issues,
the effect of racism and attachment style on trauma symptoms in BIPOC, the effects of Whiteness
in the clinical training environment, and the effects of systemic inequities in music education on
music students. Katy’s connection to music is one of deep appreciation, including past performance in voice and piano and scholarly inquiry using a critical lens with her research collaborator,
El.
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Friday Evening
4:00pm-5:30pm:
Paper Session: Traumas in the Era of T****

Indications of Post Traumatic Stress Disorder (PTSD) Symptoms as a
Consequence of Workplace and Sexual Harassment in Music Industry Workers
in Australia and New Zealand

Cameo Flores (Arizona State University, US)

The impact of digital technology on the music industries has been felt by consumers, major music
distribution companies and by music makers. The widespread changes have included the disruption to old business models, the generation of new ones, and the democratization of access to
potential audiences. Emerging themes in contemporary music studies include the increased assumption of risk by those at the grass roots and the need to adopt entrepreneurial business models amidst a highly fragmented environment (Hughes et al. 2016). A recent Australian study has
identified the existence of widespread toxicity within the entertainment industries, pointing to the
normalisation of workplace abuse within the contemporary music industries (Van den Eynde et al.
2015). Gender discrimination and sexual harassment have been found to be widespread in the creative industries of The Netherlands (Hennekam & Bennett, 2017), and a more recent study also reported widespread workplace and sexual harassment in the UK music industry (Perraudin, 2019).     
This paper will discuss findings from a study that aims to answer the following question: what is the extent and nature of workplace abuse in the contemporary music industries of
Australia and New Zealand? Specifically this presentation will discuss reports from a wide range of
music practitioners (n=33 qualitative, n=148 quantitative) that point to a range of PTSD-like symptoms in victims, including the shattered assumptions of self worth as well as a loss of trust in others and the music industry. Other PTSD-like symptoms will also be discussed including both avoidance and reduced participation, which have led to harassment victims leaving the industry. The
survey and interview questions for this study were adapted from the NAQ-R, a widely used measure
for workplace harassment: (Einarsen, Hoel & Notelaers 2009).  

Throughout history, sociopolitical statements have been conveyed through popular music’s lyrical
contents to express cultural trauma. Following its international popularization in the 1930s and
1950s, the mariachi evolved to symbolize Mexicanness throughout the world. In the case of many
United States Chicanx (1) communities, mariachi music is not simply popular; the mariachi itself is
crucial to Chicanidad, or
Chicano-ness (2). While the mariachi repertoire is extensive, utilizing genres far beyond its original
genres of cancion ranchera, son jarabe, and corrido (3), many scholars (4) agree that “Cielito Lindo” and “Son de la Negra” are among the most popular and recognizable songs associated with the
modern mariachi to date. At the crossroads between mariachi as an expression of mexicanidad
(5) and the popularity of mariachi songs, Chicanx communities have used the mariachi as a mode
of protest in anti-immigrant political settings. After briefly tracing the history of popular mariachi
and analyzing U.S. immigrant policies and media mariachi representations, I will argue that border
policy protesters utilized “Cielito Lindo” and “Son de la Negra” between January 2015-December
2019 to express mexicanidad, and to defy the anti-immigrant and anti-mexicanidadpresidency of
Donald J. Trump.

“Cielito or Son de la Negra?” Mexicanidad and the Trump Administration

1. “Chicanx” or “chicano” refers to an individual who descends from Mexico in the United 		
States
2 .Chicano identity
3. Canción ranchera, son jarabe, corrido
4. Donald Candelaria, 2006, Rodríguez, Russell, 2006, Henriques, Mulholland, Mary-Lee, 		

Jeff Crabtree is the subject coordinator of Music Business and Professional Practice at UTS and
he teaches in the Master of Creative Industries at JMC Academy, Sydney. His PhD thesis on workplace harassment in the music industry is currently under examination. His trajectory as a performer and composer in contemporary music has involved producing and recording all manner of
music, including music associated with his research Masters at Macquarie University in 2004. He
co-authored Living With A Creative Mind, a book discussing the experiences of living a life in the
creative industries, including the specific impact of psychological factors as well as toxic work cultures on the lived experience of a creative career.  
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2007, Juaregui, Jesus, 2012
5. Also known as “Mexicanness,” m
 exicanidadencapsulates what it means to be Mexican
Cameo Flores is a second year graduate student studying for her Master’s of Ethnomusicology
degree at Arizona State University. Following many years dancing and performing mariachi music
and folkloric ballet, she received her BA in Latin American Music from the University of Nevada,
Reno. Her research interests include borderland musics, immigrant work musics, mariachi performance, gender embodiment/performance through music, Chicana/x feminisms, and Latinx identity expression in the United States. She hopes to earn her PhD of ethnomusicology, specializing in
Chicana/x musics.
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Emma Reading (Lawrence University, US)

Nathan Fleshner (University of Tennessee, Knoxville, US)

Bearing Witness to What You Cannot Heal: Sound Recording, Family
Separation at the U.S.-Mexican Border, and the Fraught Connections of
Tertiary Witnessing

Snapshots of Trauma in 1967, 2016, and 2020: Malvina Reynolds and the
Search for Truth as a Path to Recovery

In today’s globalized mediascape, media documentation of trauma exposes us daily to a wide variety of violent acts. For activist media, these representations are considered an awareness-generating prerequisite to rallying the public to create transformative structural change that remedies and
prevents trauma. Yet, how does the audience’s sensory experience of documented trauma impact
the realization of this change?  
I ask this question of sound recording, using as a case study the investigative journalism
group ProPublica’s 2018 recording of traumatized, sobbing migrant children separated from their
parents under the Trump Administration’s Zero Tolerance Policy. To examine the listener’s sensory
experience of this documented moment of trauma, which represents only one of the multitudes
of human rights abuses continuing to happen at the U.S./Mexican border, I expand upon Caroline
Wake’s (2013) theory of tertiary witnessing. With respect to this recording, tertiary witnessing
describes how listeners experience themselves as physically, temporally, and emotionally present at the traumatic act, a media-dependent sensory experience that is bluntly juxtaposed with
the listener’s actual spatiotemporal distance. This contrast elicits an awareness of the structural
realities which determine who observes and who experiences trauma (Spivak), an initial understanding of structural inequality that could fuel deconstructive thought and the generation of alternate visions of society key to realizing transformative change (Freire). In this context, however, this
awareness highlights the moral dilemma of the privileged listener who must reconcile their free access to the trauma of the subaltern with their inability to generate meaningful, healing connections
from this contact, resulting in a demoralized attitude antithetical to action. The sensory experience
of tertiary witnessing, thus, undermines ProPublica’s goal of alleviating trauma through structural
change, accentuating how media representations radiate trauma’s effects in a globalized world
where the depth of connections across space and privilege has not kept pace with their availability.

Emma Reading is an aspiring music therapist and applied musicologist. She graduated summa
cum laude from Lawrence University with a Bachelor of Music in flute performance and a Bachelor
of Arts in global studies in 2019, and is currently preparing for further training in music therapy. Her
interests include the intersections between sound studies, media, and trauma, film studies and opera, ecomusicology, and contemporary classical music. Emma is developing a career as an educator, therapist, and activist that expands the boundaries of musicology beyond the academy to serve
multiple populations in her current and future communities.
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The 2016 U.S. Presidential election was a cataclysmic and traumatic moment. For myself and many
Americans, it served as a stark reality check for our thoughts on society. It caused a traumatic
distrust of our friends and family, the kind of trauma that leads to intense introspection. There are
socio-political topics that serve as PTSD-like triggers for revisiting this traumatic experience. Many
of these topics are encapsulated in an album, Malvina Reynolds Sings the Truth, released in
1967. The late 1960s were inundated with many of the exact issues that remain traumatic in present
day, including racial and social inequality, climate change, religious fundamentalism, and anti-intellectualism.  
This paper addresses the musical search for truth as a therapeutic activity. It locates the album, Malvina Reynolds Sings the Truth, within both the historical events of the late 1960s and the
post-truth era of present day, creating historical connections that help to frame and contextualize
some of our current socio-political issues. This historical comparison is addressed as a path toward
a potentially therapeutic perspective on the current reemergence of similar traumatic events. It
relies on scholarship from philosophy and psychoanalysis to establish a framework for viewing the
process of seeking the truth as a therapeutic act. In doing so, it draws from Wittgenstein’s famous
linking of philosophy with the therapeutic process and the work of Simon Blackburn and Harry G.
Frankfurt, both of whom equate a refutation of the truth with a kind of sociological pathology. Drawing from the work of Freud and more recent psychoanalysts such as Adam Phillips, it closes with
the idea of psychoanalytic truth and how current events might be viewed as a therapeutic session
in which society is again dealing with historical traumas from both the 1960s and 2016.

Nathan Fleshner (Ph.D., Eastman) is Assistant Professor of Music Theory at the University of Tennessee. His research focuses on mental illness, trauma, and the psychoanalytic process in music,
but also includes popular music and the use of iPad apps for both theory pedagogy and music cognition. His research has been published in multiple journals and the edited volumes, Music Video
Games: Performance, Politics, and Play and The Oxford Handbook of Hip Hop Studies. He also
writes on music and the medical humanities for the website, The Polyphony, associated with the
Institute for the Medical Humanities at Durham University, UK.
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Oksana Nesterenko (Stony Brook University, US)

Return, Education, and Commemoration in Latvian Song Celebration
Performances of ‘Pūt, vējiņi’

Sounding Incomprehensible: Music Representation of the Experience of Leningrad Siege in Alexander Knaifel’s Agnus Dei
The concept of “unrepresentability” of trauma, the impossibility of assimilating it into “normal”
memory, has been particularly influential in studies of the memory of the Holocaust, and more
recently addressed in the discussions of the Siege of Leningrad (Kirschenbaum 2006). During
the Siege (September 1941 – January 1944), about one million residents died of starvation, and
many more witnessed slow death of their relatives – an urban disaster that could had been prevented, had the Soviet government valued human lives. The aesthetic responses to these events
in literature and art have been recently addressed in scholarship, with the focus on challenges of
representing experience that defies representation (Barskova 2017). Yet, there are no studies of this
phenomenon in music, in this particular context.
In 1985, composer Alexander Knaifel (b. 1943) created Agnus Dei for four instruments acapella, using the excerpts from the diary of Tatiana Savicheva, an eleven year-old girl, who died of
starvation along with her family during the Siege of Leningrad. This two-hour long piece is characterized by slow pace, long silences and prevalence of sustained sounds in the low register, all of
which create an effect of unbearable passage of time. By deliberately creating the sound that causes suffering in his unorthodox requiem, Knaifel wanted “to get to the core of the unbearable experience,” which, as he believed, no one could accurately describe.
In this presentation, I will discuss the sounds and the reception of Agnus Dei, which was
performed in Europe numerous times to a great acclaim. Comparing this piece to other two works
by Leningrad composers that also addressed trauma and suffering –Boris Tishchenko’s Requiem (1966) and Galina Ustvolskaya’s Three Compositions (1971-75) – I will ask: why are the listeners so eager to suffer?

Oksana Nesterenko is a PhD candidate in Music History and Theory at Stony Brook University. Her
dissertation, “A Forbidden Fruit? Religion, Spirituality and Music in the USSR before its Fall,” was
supported by the Association of Slavic, East European and Eurasian Studies (ASEEES), the American Musicological Society (AMS), and Paul Sacher Foundation. Oksana has presented her work
at numerous conferences and published her research in Perspectives of New Music journal. She
serves on advisory board of the annual Ukrainian Contemporary Music Festival in New York and is a
co-founder and host of ExtendedTechniques.com, a podcast and blog about contemporary music.  
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Katherine Pukinskis (Amherst College and Longy School of Music, US)

“Pūt, vējiņi” is a traditional Latvian folk song best known in its choral setting by Andrejs Jurjāns. The
song has been programmed in many of the quinquennial Latvian Song Celebrations held since its
premiere in 1910, often performed as part of the event’s closing concert. In 1985, "Pūt, v
 ējiņi” was
stricken from the festival; the song’s significance in Latvia’s cultural identity caused concern for the
occupying Soviet government. However, after the close of the formal program, the 10,000-voice
choir stayed on the steps of the Soviet-built amphitheater for an impromptu performance of two
banned songs emblematic for Latvians: Jāzeps Vītols’ “Gaismas pils” and Jurjāns’ setting of "Pūt
,v
 ējiņi.” The festival conductors each took turns leading a verse of the strophic setting, so no single
person could be named as leading the “protest.” In 2018, the festival’s honored conductors each
took a verse to lead at the year’s closing concert, paying homage to the impromptu event in 1985.
This paper posits the return of the 1985 conducting format for "Pūt, vējiņi” as a mode of
commemoration and intergenerational community-forming in Latvia. The complication of this
work, however, is that the generation-specific interaction with the traumas associated with the
Soviet occupation slows the intergenerational work of the festival. Latvians born after 1991 have
a different connection to the Song Celebration than that of their parents and grandparents; their
experience of culture preservation through song is historical rather than lived. Using past research
on cultural memory (Anderson 1983, Smelser 2004), ritual studies  (Bell, 1997), and recent work
on traumatic stress studies and transgenerational trauma (Kazlauskas and Zelviene 2016, Rush
2020), I explore this particular recreation of "Pūt, v
 ējiņi” as a complex recipe of re-summoning cultural trauma, experiential education, and commemoration.

Katherine Pukinskis is a composer-scholar based in Western Massachusetts. She teaches composition and music theory at Amherst College and the Longy School of Music. Both her work in composition and research explore storytelling and voice—tracking how words and ideas travel in music,
across the world, and over time. Her research focuses on cultural identity, diaspora, traditional folk
and choral music, and activism, with particular emphasis on Latvia and 20th-century American art
song. Current projects include compositions inspired by dissents written by female Supreme Court
Justices, and research about prosody in Margaret Bonds’ settings of poetry by Langston Hughes.
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Maria Fokina (Indiana University, US)

						
6:00pm-7:30pm:
Keynote (ASL Interpreter available)

A Requiem for the Unburied: Shostakovich’s Eighth Symphony (1943)

Laura Brown (Seattle, WA, US)

Emerging at the peak of World War Two and in the triumphant aftermath left by the Seventh Symphony (1942), Shostakovich’s Eighth Symphony (1943) had an ambiguous reception. While some
praised the symphony for its artistic experimentation and formal brilliance, many also considered
the symphony to be ideologically flawed. Denied the Stalin Prize, the symphony faced many unfavorable reactions concerning its depiction of suffering and wartime loss. An analysis of these
reactions begs the question—what did the symphony portray that challenged Soviet paradigms of
wartime musical expression? Performing an analysis of the symphony through the lens of trauma
theory explicates the symphony’s conflictual stance on wartime trauma. While many scholars, both
inside and outside Russia, have theorized on the symphony’s reception and the work’s nature, none
of this literature considers the possible implications of war trauma captured internally in the symphony, nor how these factors could have contributed to the piece’s conflicted reception.  
In this paper I argue that Shostakovich’s Eighth Symphony enacted an open discourse of
grief within a cultural climate that largely condemned such uninhibited expressions of mourning. In
doing this, the symphony painted a dystopic reality that contradicted the utopian visions of patriotism and collectivism that the Soviet government professed. Through an examination of personal
testimony, press responses to the symphony, and musical analysis, I examine Soviet attitudes to
constructions of memory and trauma, as well as Shostakovich’s response to this position in the
Eighth Symphony. By investigating the Eighth Symphony in this way, I illuminate the role that music
played in voicing trauma within the societal climate of the Stalinist regime, while also evaluating the
functions that constructions of mourning have played in Soviet musical history.  

Soothing the Traumatized Heart: Music, the Polyvagal Model of Trauma, and
Healing of Complex Trauma

Maria Fokina is currently a Ph.D. student in Musicology at Indiana University Jacobs School of
Music. Born in St. Petersburg, Russia, she holds a Bachelor of Arts (Music and Latin) from the
University of Sydney, Australia. Her recent research interests include Russian music at the turn of
the twentieth century, intersections of music and magic, and musical constructions of trauma and
memory. Fokina has given conference presentations and guest lectures in both Europe and the
United States, most recently at the American Musicology Society Mid-West Chapter 2020 meeting.  
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 ersons who are subjected to repeated, unavoidable trauma, neglect, and disruptions to attachP
ment during their earliest years are likely to develop what is now referred to as Complex Trauma.
Different from classic PTSD, Complex Trauma affects all aspects of a person's interpersonal functioning as well as their relationships with themselves, and their existential and spiritual paths. Many
people with Complex Trauma have adapted neurologically to the inescapable pain of their younger years by freezing and shutting down, going into what is known as the "dorsal-vagal" pattern of
response. But to no one's surprise, one of the paths out of this shut-down, frozen, and sometimes
collapsed place is through music -- in particular, through vocal music. This presentation will introduce the audience to the construct of Complex Trauma, and then take a turn into my personal
experiences as a singer as they have affected my capacity to resonate with the unconscious of traumatized people. I will explore how the integration of singing into psychotherapy can open a pathway
for individuals with attachment wounds to move out of their frozen dorsal-vagal states, tolerate and
soothe themselves as they enter Sympathetic Nervous System (SNS) activation, and finally move
into earned secure attachment, the open-hearted state of the ventral vagal. I will share my "hearts
broken and healing" playlist with the audience, and invite them to sing along as the music plays.

Laura Brown: I grew up in Cleveland Heights, Ohio where I first became active in movements for
social justice that have shaped the direction of my life’s work. Choosing a career in psychology over
one as a vocalist, I received a B.A cum laude in 1972 from Case Western Reserve University, and a
Ph.D. in Clinical Psychology from Southern Illinois University at Carbondale in 1977. I completed a
predoctoral internship in Clinical Psychology at the Seattle Veteran’s Administration Medical Center.
I have served on the faculties of Southern Illinois University, the University of Washington,
and the Washington School of Professional Psychology, and have taught and lectured through the
U.S., Canada, Europe, Australia, Taiwan and Israel. In the early 1980s I hosted one of the first radio
call-in shows by a psychologist.
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Everything that I do is motivated by the drive to create social justice, whether it’s the way
that I practice psychotherapy or the manner in which I teach. This principle of infusing social justice
into everything that I do is visible and known to everyone who interacts with me, and is a focus of
the training clinic that I founded. I make the construct of “Tikkun Olam”, the Hebrew term for healing the world, central to my work, teaching my trainees that psychotherapy is Tikkun Olam, one
hour and one life at a time. Thus, I try to inspire by example, and by continuously asking the question, “what is the one small thing that we can do to empower another person.”
The bulk of my scholarly work has been in the fields of feminist therapy theory, trauma treatment, lesbian and gay issues, assessment and diagnosis, ethics and standards of care in psychotherapy, and cultural competence. I have authored or edited fourteen professional books including
the award-winning Subversive Dialogues: Theory in Feminist Therapy as well as more than 150
other professional publications, and have been featured in six psychotherapy training videos.
A Fellow of ten American Psychological Association divisions, the Association for Psychological Science and the International Society for the Study of Trauma and Dissociation, I was awarded
the Diplomate in Clinical Psychology in 1986 by the American Board of Professional Psychology and
am a Distinguished Practitioner and Member of the National Academies of Practice in Psychology.
I have served on the editorial boards of numerous journals, and currently am a consulting
editor for Psychotherapy: Theory, Research, Practice, Training, Trauma Psychology, Ethics and
Behavior, and Journal of Trauma and Dissociation. I am Clinical Professor in the Dept. of Psychiatry and Behavioral Sciences at the University of Washington.
I am a former President of APA Divisions 35 (Society for the Psychology of Women), 44 (Society for the Psychological Study of Lesbian, Gay and Bisexual Issues), and 56 (Trauma Psychology)
and of the Washington State Psychological Association.
I founded, and until June 2015, directed, the Fremont Community Therapy Project, a low-fee
psychotherapy training clinic in Seattle.
In the Fall of 2000, I was the on-site psychologist for the reality show Survivor: The Australian Outback.
In 2003 I took up the study of Aikido, in which I hold the rank of Shodan, or black belt, which I
earned at the age of 64. I now integrate aikido’s principles of open-hearted connection and peaceful
resolution of conflict into my understanding of the therapy process.
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Xochi Flores and Cambalache (Los Angeles, US)
Through my research on how these music forms can be both vehicles for freedom and
justice, can also be implicit in erasure, silencing and in creating trauma for some. My research
examined the ways in which deeply embedded patriarchy and male supremacy permeate social justice movement spaces, specifically Son Jarocho/Fandango spaces today. It also highlighted what
a group of women in the Los Angeles Son Jarocho/Fandango community are doing to rewrite our
history, and to rewire and re-pattern our present, how it is narrated, by whom and whose stories are
archived and retold. This process was a critical intervention and a reimagining of the Son Jarocho/
Fandango spaces in Los Angeles as sites of revolution and true liberation. It was a loving yet firm
push to our cis male brothers and our community to listen to our narratives and lift up our stories.
Scholarship about women of color and social justice movements demonstrates a history
of the marginalization of women, while men occupy the most visible spaces. Muñoz Jr.'s (1989)
Youth, Identity, Power, the first full account of the Chicana/o movement; United We Win: The Rise
and Fall of La Raza Unida Party, by García (1989); and more recent entries such as Mariscal's
(1998), Brown-Eyed Children of the Sun: Lessons from the Chicano Movement; Capturing “Communal" Sounds: La Cafeteras Members Perfect Son Jarocho Style, by Gilbert (2015), and most
recently, Resistance Music: Discursive constructions through son jarocho in California, by Torres
Garcia (2018). This body of scholarship has served to elucidate some histories while invisibilizing
women’s stories, labor, and contributions. Women continue to be silenced, ignored, erased, even
in these spaces, and we are now using these tools of creating music, song and dance to undo this
trauma and to cultivate a narrative that is our pathway to healing.
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Cambalache (from a Spanish word that means exchange) , is a group of musicians from East LA.,
who play Son Jarocho music from Veracruz, Mexico, popular on the Gulf Coast, a cultural region
shaped by indigenous and African culture, as well as Spanish. Cambalache promotes traditional
Son Jarocho music that draws the audience in to participate in their performances in the spirit of
the fandango, a traditional celebration based on music and dance.
Cambalache was founded in 2007 and led by Cesar Castro (Master Luthier Sonero and Jarocho
from Veracruz, Mexico). Castro began studying Son Jarocho at the age of 11 with renowned harpist, Andres Alfonso Vergara. He continued his studies with Gilberto Gutierrez of El Grupo Mono
Blanco, and at age, 16, he joined the group formally. With Mono Blanco, Cesar not only travelled
through Mexico, the United Status and Europe, he began teaching this cultural tradition in community centers, schools and universities in Mexico City and Veracruz. From Gilberto Gutierrez he also
learned laudería, how to make instruments used in the Son Jarocho tradition.  

Xochi Flores, M.A., is a mother of three young women, a community worker, popular
educator, musician, scholar, baker, and maestra. She works for several Restorative Justice
non-profit organizations in Los Angeles where she works as a teacher to the reentry population, as
well as to others who are working toward restorative justice in Black and Brown communities. She
has worked with communities in the US, and in Mexico in developing multidisciplinary projects in
music, poetry, dance, baking and motherhood to strengthen relationships in families and communities. She has a long and successful
fundraising and grant writing track record in her arts and movement community as her passion for
each project comes through in each proposal.  Xochi is also a founding member of the Son Jarocho/Chicanx group, Los Cambalache who’ve been active in their community since 2009. Being a
life-long learner, Xochi is currently an aspiring seamstress who loves using fabrics and patterns that
juxtapose one another to express the multiple layers of her identity.  
Cesar Castro is a Maestro in the Son Jarocho tradition and is part of the team that Flores developed to look at how we community workers are perpetuating the trauma of women of color in these
perceived spaces of justice. Cesar has worked with students in the tradition for 30 years and has
developed a pedagogy for collective song and verse writing to address trauma, erasure and toxic
masculinity in the Son Jarocho tradition. He is a maestro in verse writing, playing jarana, dance and
he teaches in community centers, high schools, Occidental College and in California State Prisons
through Arts in Corrections program.
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8:00am-9:30am:
Paper Session: Netflix, Hulu, and HBO: TV Platforms Tackling Trauma
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Toby Huelin (University of Leeds, UK)
Listening to Trauma on Netflix: Music, Identity, and Homecoming in Tidelands
Scholars have used depictions of trauma in Homer’s Odyssey as a lens through which to refract
contemporary homecomings and displacements, including the post-traumatic effects of warfare
(Shay 2003) and the migratory experiences of refugees (Alcock 2003). The hero, Odysseus, returns to Ithaca to find his city transformed and distorted, experiencing the psychological trauma
resulting from the loss of home. The themes of the Odyssey are transposed to a contemporary
environment in Tidelands (2018), Netflix’s first original Australian series. Calliope (from the Greek:
“beautiful voice”) returns from a period of incarceration to find her Australian coastal hometown
overrun by the “Tidelanders”. These siren-esque sea creatures, derived from Homer’s text, ensnare and murder the locals whilst conducting a high-stakes drug trafficking operation. Like Odysseus, Cal seeks to regain control of her home. Whilst the concerns of the Odyssey resonate widely
in modern-day culture, the specific expressions of Odysseus’s trauma in audiovisual media remain
largely unexplored.  
Music is central to the construction and representation of trauma in Tidelands. This paper
argues that the use of pre-existing popular songs fulfils an important narrative function in the show,
relating to how the programme creates an opposition between “home”, and the trauma resulting
from its absence. The coalescing of musical and lyrical content with specific narrative choices embodies the trauma of Cal’s loss of home, reflecting the prior experiences of Odysseus. Such issues
amplify local tensions concerning the mediated construction of Australian identity, as prioritised
in Creative Australia’s National Cultural Policy (2013), and the traumatic destruction of home experienced by First Australians at the hand of colonial settlers. Drawing together a textual analysis of
specific scenes with production insights originating from interviews with the show’s music supervisor (Lynn Fainchtein), this paper examines the significant relationship between music and trauma
in the series.

Toby Huelin is a PhD researcher at the University of Leeds, UK, investigating the use of library
music in contemporary television. He is the author of forthcoming journal articles on the role of
music programming on BBC Four (Critical Studies in Television, 2022) and musical representations
of Donald Trump in library music catalogues (European Journal of American Culture, 2022, co-authored with Júlia Durand). Toby is also a media composer: his music has been broadcast on Emmy
Award-winning television (United Shades of America, CNN) and in a global advertising campaign
for internet brand Honey. Prior to starting his PhD, Toby studied at Oxford University and the Guildhall School of Music and Drama. His research is funded by the AHRC via the White Rose College of
the Arts and Humanities (WRoCAH).
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Shersten Johnson (University of St. Thomas, US)

James Denis McGlynn (University College Cork, Ireland)

Hulu’s Handmaid’s Tale: Orchestrating Trauma

‘I am no longer afraid’: A Case Study on the Musical Communication of Trauma in Narrative Film and Television

The Golden Globe and Emmy award-winning Hulu TV series A Handmaid’s Tale, based on the 1985
novel by Margaret Attwood, premiered in April of 2017 shortly after the historic Women’s March
at which appeared signs with sayings like, “Make Margaret Atwood Fiction again,” and “The Handmaid’s Tale is not an instruction manual.” In the ensuing years, the series has done extremely well,
but our country has not. From the crippling pandemic to widespread systemic racism to the increasing gulf between haves and have-nots, the complex traumas of our current situation arguably
resonate even more deeply with Atwood’s story now than did those of the time she wrote it.  
This paper places the music of the Hulu TV series in conversation with Atwood’s book in
order to discuss the role of music in dealing with and responding to trauma. It begins by exploring
how Atwood herself is strongly attuned to the role music has to play in fostering (or forcing) a communal point of view, and proceeds to examine the function of Offred’s musical memory in the unfurling of narrative details. From there, it goes on to explore key moments from the series in which
composer Adam Taylor employs virtuosic timbral soundscapes to intensify our empathy for the
characters. Along the way, the paper discusses how the composer incorporates pre-existing music to draw on listener’s associations of violence and indoctrination. Finally, the analysis uncovers
trauma in four registers: 1) diegetic, as a tool wielded by the members of the Republic of Gilead to
inflict suffering, 2) narrative, as a means for Offred to process memory and pain, 3) intertextual, for
us as listeners to recognize and understand familiar patterns of oppression, and 4) underscore, as a
sonic analog of trauma that is both relentless and telling.

Shersten Johnson is Professor of Music at the University of St. Thomas in St. Paul, where
she teaches music theory and composition courses as well as interdisciplinary honors seminars.
Her interests include contemporary opera, embodied cognition, disability studies, and music pedagogy. Her publications appear in journals such as Music Theory Spectrum, Music & Letters, Music
Theory Online, Opera Today, and The Journal of Music and Meaning. She is also author of several
book chapters including “Understanding is Seeing: Music Analysis and Blindness” and “Embodied
Rhythm and Musical Impact of Ritualized Violence in 20th-century Opera,” both in Oxford Handbooks.
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In 2019, Damon Lindelof’s nine-part adaptation of Watchmen was released to widespread critical
acclaim. The series was especially praised for its bold continuation of the original Watchmen narrative (Moore and Gibbons, 1986), exploring the potential present-day consequences that could
have arisen from Moore and Gibbons’ retelling of 20th-century history. Central to this adaptation
is Lindelof’s handling of Watchmen’s fictional ‘11/2’ catastrophe which, in the original narrative,
precipitates unspeakable destruction and loss of life in New York. Although originally serving the
quite conventional function as the denouement of Moore and Gibbons’ Watchmen, revealing the
antagonist’s hitherto ambiguous intentions, Lindelof instead adopts the 11/2 event as a prompt
for investigating the psychological, sociological and cultural impact that a traumatic event of this
magnitude could have hypothetically borne for the next generation of American citizens (Lindelof
2020). Notably, the series communicates characters’ experiences of this imaginary traumatic past
through a complex network of musical rearrangements.
This paper examines how Watchmen adapts its source text to generate this potent commentary on our processing of traumatic memories, a phenomenon prominently facilitated by the
series’ innovative use of musical rearrangement. I primarily focus on the episode ‘Little Fear of
Lightning’: an hour-long character study of Wade Tillman (Tim Blake Nelson) and a compelling
example of Watchmen’s use of its score to communicate characters’ struggles with trauma. Diegetic source music heard during 11/2 is continually quoted throughout the series’ non- diegetic score,
garnering a leitmotivic association with trauma and forging parallels with music’s real-world capacity to enmesh itself with traumatic memories (McDonald 1993, 1). Ultimately, I hope to reframe
Lindelof’s Watchmen which, in its audio-visual sublimation of established ties between trauma and
music, enables our vivid entry into its troubled protagonists’ subjective experiences and reaffirms
the affective resonance that even film’s most fantastical representations of trauma can elicit.

James Denis Mc Glynn is a PhD Excellence Scholar at University College Cork. His doctoral thesis, to be submitted in 2020, explores pre-existing music and narrative communication in the film
score.
As an undergraduate, James founded the UCC Orchestra, resulting in his receipt of a Quercus Creative & Performing Arts Scholarship in 2015 and a CACSSS PhD Excellence Scholarship in
2017. In 2018, he completed a three-month research residency at the Irish Culturel Centre in Paris,
during which time he participated in Michel Chion’s ‘Audio-Vision’ workshops. Recently, James presented at the 2019 and 2020 Music and the Moving Image conferences.
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Dan Blim (Denison University, US)

Jesse Freedman (University of California, Riverside, US)

Proximity and Distance in Reich’s WTC 9/11
Like Different Trains, Steve Reich’s WTC 9/11 approaches a traumatic event by using documentary
recordings and interviews set to minimalist string quartet music. And like Different Trains, critics have praised its ability to “bear witness” to that trauma, citing visceral reactions that “completely eliminat[e] any distinction between” the work and its subject. Reich, however, asserts his
distance, insisting he does not “elicit emotion.” Amy Wlodarski has effectively critiqued Different Trains’s purported objectivity; this essay similarly examines WTC 9/11 by illuminating the
tension between proximity and distance as means of managing trauma in art. Drawing on press
coverage and Reich’s archival materials, I explore this tension in three ways. First, the text promises
first-hand proximity to the events, while Reich’s musical setting alternates between immediacy that
evokes traumatic affect and distant reflection that gestures toward (incomplete) closure. Second,
while Reich was not in Manhattan on 9/11, his friend, composer David Lang, was. Reich relied on
Lang for personal accounts, re-recording others’ accounts, and key musical ideas. This reliance
demonstrates a need for a more proximate surrogate while allowing Reich personal distance. Third,
Reich’s initial album cover, a graphic photograph of the second plane about to strike, sparked controversy and was replaced by a detail of the original that suggests clouds rather than smoke. The
two images invoke levels of proximity and distance—to the towers, to the emotions, and to the literal photograph—that resonate with Reich’s other aesthetic choices. Ultimately, I situate this tension
between proximity and distance within broader debates over 9/11, where arguments about critical
distance, emotion, and personal investment have been deployed at Ground Zero to shape public
memory.
Dan Blim is an Assistant Professor of Music at Denison University. He completed his PhD in Historical Musicology, as well as a Graduate Certificate in Screen Arts and Cultures, at the University of
Michigan. His dissertation, Patchwork Nation: Collage, Music, and American Identity received the
Society for American Music’s Housewright Dissertation Award. His research areas include Broadway musicals, film music, music and political campaigns, as well as a book project on the role of
sound in public memory in the 21st century. During the pandemic, he has jumped on the sourdough
bandwagon.
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8:00am-9:30am:
Paper Session: Songs and Memory under Dictatorship

Memories of Captured Song: Revisiting the History and Legacies of
Music-Making in Chilean Detention Centers Through the Cantos Cautivos
Testimonial Project
On September 11, 1973, the Chilean military led by Gen. Augusto Pinochet overthrew the government of the democratically elected socialist president Salvador Allende in a brutal military coup.
This moment precipitated the internment, torture, and disappearance of tens of thousands of
Chileans in more than 1,000 detention and torture centers across the country. The digital testimony project, Cantos Cautivos (Captive Songs), is a crowd-sourced online archive that allows victims
of political detention and torture during the Chilean military dictatorship (1973-1990) to submit
memories of their experiences connected with songs that they heard, performed, or wrote under
these conditions. The project was founded in 2015 by Dr. Katia Chornik, and I have had fortune to
be able to assist with and support Dr. Chornik’s work on this project in various capacities since
February 2020. After briefly outlining the scope of the project as well as identifying several trends
found across the over 150 testimonies, this paper will examine specifically those testimonies dealing with acts of creation that took place among detainees. Detention centers, in a number of instances, became sites for the formation of musical ensembles that challenged and structures of
control and spoke out beyond the physical boundaries in which these important acts of expression
were confined. These artists became not only powerful voices within the context of the global solidarity movement against the Pinochet dictatorship, but affected the history of Chilean music-making and the political role that these songs would play even up to the present moment. By examining
these creative and innovative responses to trauma, it is my hope to foreground ways that prisoners
exercised political and creative agency in the face of brutal violations of human rights.
Jesse Freedman is a doctoral candidate in ethnomusicology at the University of California, Riverside. His research focuses on the reception and mediation of Chilean nueva canción and the experience of Chilean exiles in the former German Democratic Republic during the years of the Pinochet
military dictatorship. Jesse’s research has been supported by the Fulbright program and German
Academic Exchange Service (DAAD). He holds a bachelor’s and master’s degree in classical guitar
performance from Guilford College and the University of Southern California respectively.  
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Carlos van Tongeren (University of Manchester, UK) & Pedro Ordóñez
(University of Granada, Spain)
Flamenco and Francoism: Engaging with Legacies of Dictatorial Violence
through Deep Song
Scholars have generally understood flamenco as an artistic expression of the experiences of poverty, persecution and repression suffered by the poor underclasses in southern Spain since the
17th century. Strikingly, however, much less attention has been paid to ways in which flamenco may
have helped artists articulate much more recent experiences of persecution, repression and forced
displacement under the Franco-dictatorship (1939-1975). Furthermore, while there are well-known
flamenco songs and interviews with artists from the late years of the dictatorship and post-Franco
period that refer verbally to the hardships and repression under Franco suffered by different members of the flamenco community, to date almost no research has been done on how memories of
the Franco-era are expressed in non-verbal ways in flamenco’s cultural “repertoire” (Taylor 2003)
of embodied knowledge and practices. In this paper, we will argue for a new way to view and listen
to flamenco practices in order to understand how this music has responded to crucial historical,
political and cultural developments in twentieth-century Spain. Specifically, we will show how the
highly codified and symbolical universe of flamenco deep song has been a medium for artists to
store, voice and cope with personal and collective memories of traumatic experiences from the
Franco-era. Using selected case studies from the flamenco repertoire since the late 1960s –from
Enrique Morente and José Menese to Niño de Elche or Rocío Márquez, among others– we will
attend to ways in which deep song has operated as ‘psychodrama’ (Mitchell 1994; Sieburth 2014),
allowing artists to engage with personal and collective memories of dictatorial violence that might
otherwise not have made it into the public sphere.
Carlos van Tongeren is a lecturer in Spanish Cultural Studies at the University of Manchester. His
first book, entitled Comedia y melancolía en la narrativa neopoliciaca (Vázquez Montalbán, Taibo II, Padura) (Brill-Rodopi 2019), examines the intersections between comedy and melancholy
in detective fiction written in post-totalitarian contexts across the Hispanic world. At present, his
research deals with performances of memory of the Franco-dictatorship in flamenco since the
Spanish transition. Outputs related to this project have been published in the Journal of Spanish
Cultural Studies and Studies in Spanish and Latin American Cinemas and presented during public lectures in Spain, the Netherlands and the United Kingdom.
Beyond his BA in both History of Art and Music Sciences, Pedro Ordóñez qualified to become
a guitar teacher in Seville and hold a PhD in Musicology from the University of Granada. Thus, as a
musicologist, he’s always worked on the bond between music, arts, and poetry in the 21st century.
Among his interests are the new music and arts education, Contemporary Flamenco, and sound
art. He’s been working and living, for a short or a long term, in Grenade, Strasbourg, Berlin, and
Paris. He’s currently working at the Department of Musicology in the University of Granada, running
the Chair of Music “Manuel de Falla” and managing the Flamenco Studies Group.
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8:00am-9:30am:
Panel: Interdisciplinary Approaches to Trauma and Healing through Music, Dance and
Narrative
This panel brings together scholars from arts and medicine, musicology, ethnomusicology, and theatre studies to examine the rich potential for interdisciplinary conversations about trauma studies.
Covering a broad range of contexts from music and dance projects with African American youth,
to the gendered nature of trauma in hip hop representations, to narratives of slavery in postcolonial West African popular music, to healing the traumas of environmental disaster in Puerto Rico
through musical theater, these authors seek to open a dialog about the ways that music, dance, and
narrative have the potential both to repeat traumas (for example, in images of betrayal, violence,
and destruction), and to transform those traumas into healing, resilience, and hope. On this panel
we ask: How do the particular uses of music, dance, and narrative affect experiences of trauma and
healing? In what ways are traumas experienced individually, and in what ways collectively? How
does gender identity affect how trauma is experienced? How do we as scholars, artists, and practitioners acknowledge the reality of racial, gendered, postcolonial, and environmental traumas, while
leaving open the possibility for healing transformation? How can we mobilize the potential of music,
dance, and narrative in the classroom to help students work through and understand trauma rather
than only re-exposing them to a painful past, or creating a spectacle for those who have not had the
traumatic experience? Can trauma be compared across cultures, or is it always a singular experience? Who is sanctioned to talk about trauma? How are we theorizing trauma? Is there room for
indigenous, black, and feminist perspectives in our understandings of time, memory, trauma, and
healing? By bringing together scholars from different arts-based disciplines and working in different cultural contexts, this panel offers an opportunity to address these questions from a variety of
complex perspectives.

Dionne Champion (University of Florida, US)
Engaging with Racial Histories and the Traumas of Systemic Racism with
African American Youth through Music and Dance
In recent years, a series of publicly recorded and widely shared videos have focused new attention
on the racism, violence, and trauma that African Americans experience on a daily basis. Black youth
have witnessed a continuous stream of brutal acts towards African Americans, including highly
publicized accounts of Black deaths, often at the hands of police. These experiences contribute
to the cumulative emotional wounds from collective and intergenerational traumas that have permeated Black communities since the acts of genocide, slavery, and forced relocation that brought
African peoples to America (Daniel, 2018; Yehuda & Lehrner, 2018). This collective trauma is exacerbated by community development issues like poverty, homelessness, and disinvestment.
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Historically, Black music and dance have provided an audio and visual soundtrack for
sense-making around the collective struggles of African Americans. From original slave songs, to
jazz and soul music, to present day hip hop, music has provided a foundational language of struggle, empowering African Americans to resist and transform systems of oppression, and dance
has provided avenues to express creativity while voicing social and political concerns. Drawing on
ethnographic data from work with Black youth in Gary, Indiana, this paper examines two different
contexts that utilize music and dance to engage youth in critical explorations of their racial histories
through arts-integrated making activities. It considers how music and dance can help to counter
effects of collective trauma and racism by supporting healthy conversations about race and racism
and can contribute to growing conversations in arts and public health about connections between
collective and communal art-making and critical health outcomes like social cohesion and well-being. Utilizing Snyder’s hope theory, I argue that music and dance provide a frame for sharing and
connecting narratives, which can generate increased capacity for healing and resilience, the capacity to imagine social change, and social cohesion.
Dionne Champion is a Research Assistant Professor in the University of Florida’s Center for Arts
in Medicine. Her work focuses on the design and ethnographic study of learning environments that
blend STEM and creative embodied learning activities, particularly for children who have experienced feelings of marginalization in STEM education settings. Dionne is a chemical engineer, dancer, arts educator, and education researcher. Her background and experiences give her a unique
perspective on issues related to STEM and youth of color as well as an informed perspective on the
intersections of arts and sciences, informal and school settings, theory and practice.   

Imani Danielle Mosley (University of Florida, US)
‘They’re Gonna Do It Anyway’: Performing Black Male Death-as-Spectacle in
the Music of Black Lives Matter
In the response to the murders of Mike Brown and Trayvon Martin, among others, many Black
artists sought ways to express their horror, pain, anger, and trauma. Galvanized by the Black Lives
Matter movement, singers and rappers released songs as a way to use their platform to reach
wider audiences and inform them of the protests happening nationwide. However, the process of
retelling and recounting everything from artists’ personal experiences with police brutality and violence to fictionalized versions of actual events perpetuated a kind of performance that re-presents
the spectacle of Black death that focuses on the bodily and the visible. That spectacle — one that
has become ingrained in the American consciousness since slavery — is uniquely tied to the Black
male body.
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Songs by groups and artists such as N.E.R.D., Childish Gambino, Vince Staples, and others
perform the trauma of Black death at the site of the body when textualizing commands from the
police such as “hands up” and “don’t move,” to the BLM chants that turn death throes into action
statements such as “I can’t breathe.” In focusing on the body, these songs remind listeners that
witnessing Black death is generationally familiar. That familiarity carries within it what Joy DeGruy
has coined “post-traumatic slave syndrome.” This analysis asks how the presentation of trauma
and violence can be negotiated through the means of musical storytelling. In analyzing the text of
these songs, I show how the history of brutality against Black men has constructed the way that
Black male artists see themselves and their bodies, essentializing themselves as sites of visible,
witnessed violence. In an attempt to bring awareness to the struggle of Black men in America, specifically in relation to the state, these songs unintentionally reproduce spectacle — by giving us the
ability to witness and re-witness violence — and trauma.
Imani Danielle Mosley is Assistant Professor of Musicology at the University of Florida. Her research focuses on Benjamin Britten, music in postwar Britain, and modernism in the Anglophone
world. Her book project focuses on digital sonic mapping, acoustics, and ritual in the English
churches and cathedrals central to Britten’s sacred music. In addition to her work on Britten,
she also specializes in contemporary opera, reception history, masculinities studies, and race in
21st-century popular musics.

Sarah Politz (University of Florida, US)
Postcolonial Trauma and Accountability in Musical Remembrances of the
Slave Trade in Benin, West Africa
When musicians from Benin, West Africa sing and speak about postcolonial trauma, they take an
approach which seeks to navigate the doubleness of colonization’s effects: the denial and devaluation of African humanity and culture by French colonizers, on the one hand, and the betrayal of
African leaders complicit in such forms of domination, especially their involvement in selling slaves,
on the other. Drawing on several years of ethnographic fieldwork with musicians in Benin, and new
song translations from the Fon language, this paper explores the complex nature of postcolonial
trauma and processes of healing through music and narrative in Benin. Since the 1990s Benin has
been engaged in a public program of reconciliation with the African diaspora through festivals and
the construction of memorials. Through the original musical compositions of renowned Beninese
singer and drummer Sagbohan Danialou and the Gangbe Brass Band, I show that poetic discourse
surrounding these processes of healing and reconciliation is deeply incomplete and remains
wrapped in feelings of division and ambivalence, whether between individuals, across sectors Beninese society, or between Benin and other parts of the world.
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Sarah Politz is Assistant Professor of Ethnomusicology in the School of Music at the University of
Florida. Her work focuses on creative practice in African and Afro-diasporic music, particularly in
the context of popular music and new African diasporas in Europe and North America. Her current
book project is about sound, spirituality, and migration in the lives of brass band and jazz musicians
from Republic of Benin, West Africa. Sarah performs actively as a jazz trombonist.
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Dr. Colleen Rua is Assistant Professor of Theatre Studies at The University of Florida. Research
interests include Latinx Theatre, Immersive Theatre, and the American Musical. Her book project
focuses on four Broadway musicals and their creators as sites of healing for Latinx populations displaced by disaster. Recent publications include “El Poder y Educación: Bilingualism and Translation
in the American Musical,” in Delos Journal of World Literature and Translation, “Navigating Neverland and Wonderland: Audience as Spect-Character,” in Theatre History Studies Journal and “Pop
Operas, or, Broadway sells T-shirts!” in American Literature in Translation 1980-1990.   

Colleen Rua (University of Florida, US)
Puerto Rico, You Lovely Island: Music, Trauma and Healing from Broadway to
San Juan
In September 2017, Hurricane Maria devastated Puerto Rico. Full electrical power had not been
restored by the time the island was rocked by a series of earthquakes in early 2020. By March
15, a lockdown was instituted due to the global Covid-19 pandemic. Now, a new hurricane season
is underway. Repeated cycles of devastation leave the Puerto Rican public in a continuous loop
of preparing and recovering. San Juan productions of Broadway musicals In the Heights (2008)
and Hamilton (2015) in the aftermath of Maria opened new dialogue between the mainland and
the island. As the US government retreated from relief efforts, composers and other artists organized fundraisers to support impacted communities and the artists who serve them. In the
Heights, Hamilton, The Capeman (1998), and the 2009 revival of West Side Story each represent
Puerto Rico, through character or creator. Each of these musicals uses its score to create spaces of
confinement or expansiveness for its characters, and in doing so reiterates, resists, or transforms
trauma. Salsa, reggaetón and rap form the foundational languages of moments of trauma (natural
disaster, incarceration, death) and healing (community celebration, grieving, emancipation), and
exist in dialogue with creative expressions by island-based artists. Theatre collective Y no había luz,
supported in part by the Flamboyán Foundation, has been named a “first responder” in Puerto
Rican relief efforts. Their multidisciplinary approach to creation centers around audience participation and family engagement pedagogy, relying heavily on music as they interrupt traditional notions
of performance to prompt action, ignite possibility, and offer solace. In this paper, I draw upon the
work of scholars Patricia Ybarra and David Montgomery, and deep ecologist Joanna Macy to argue
that the aforementioned artists activate afterlives for their work that extend beyond performance
to facilitate memory-making and transformation for impacted communities.
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10:00am-11:30am:
Keynote (ASL Interpreter available)

Maria E. Hamilton Abegunde (Indiana University, US)
“Sing a Song”, It Will Keep You Calm: Prince, Earth, Wind & Fire and Surviving a
Pandemic with a Little Wonder
How can a song or sound (re)connect you to breath? How can both – song and sound - expand
your breathing so you regain balance and harmony in moments of panic and disorientation? During
these moments, how do you find and follow the longest, loudest, or lowest note until it resonates
you – all of you - into calm? Let us journey together to explore and discover more. And: Keep Your
Head to the Sky…
Dr. Maria E. Hamilton Abegunde is a Memory Keeper, poet, and ancestral priest in the Yoruba Orisa tradition. Her research and creative work respectfully approach the Earth and human bodies
as sites of memory, and always with the understanding that memory never dies, is subversive,
and can be recovered to transform transgenerational trauma and pain into peace and power. She
uses poetic inquiry, contemplative practices, and ritual to explore violence, especially in the US,
Brazil, and South Sudan. As a poet and healer, she uses sound – humming, moaning, breathing
– as one way to help others work through, reconcile, integrate and understand trauma. Dr. Abegunde’s poems have been published in numerous anthologies and journals, including the Kenyon
Review, the Massachusetts Review, and Tupelo Quarterly. Essays are forthcoming in North Meridian Review, FIRE!!!, and the book ASHE: Ritual Poetics in Africa Diasporic Expressivity. She is the
commissioned poet and ritualist for the ancestral masquerade series, including the collaborative
community exhibitions Be/Coming, Keeper of My Mothers’ Dreams, and Sister Song: The Requiem. Dr. Abegunde is the founding director of The Graduate Mentoring Center and a faculty member
in the Department of African American and African Diaspora Studies at Indiana University Bloomington.
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Kyle Kaplan (Northwestern University, US)

Nonconsensual Listening, Everyday Sexism, and the Mundanity of Trauma

Graham and Cowell at San Quentin

What is the soundtrack to everyday sexism? Examples in the United States might include the public
clangor of street harassment, such as catcalls, whistles, and vehicle horns, as well as the cacophony of gender dominance in the private realm, such as interruptions, mansplaining, and the undermining of women deemed “shrill” or “bossy.” Women and girls develop adaptation methods, such as
wearing headphones at all times, because these sounds are so ingrained in daily life as to feel inevitable. The background noise of everyday sexism might seem innocuous in the moment. However,
the repetition and ubiquity of this noise has manifested over time as a form of collective cultural
trauma inflicted upon feminized ears. Following queer theorists working adjacent to trauma studies,
such as Lauren Berlant and Ann Cvetkovich, I introduce the concept nonconsensual listeningas a
form of gender violence perpetuated through the quotidian sounds of white male patriarchy.
Lauren Berlant problematizes the prevalence of individual “trauma narratives” within trauma
theory by focusing on what she terms the “crisis ordinariness” of persistent, ongoing modes of collective trauma. Berlant theorizes the “intimate public sphere” as an affective space in which trauma exists not as a singular event, but instead as a gradual process through which individuals are
incorporated as sites for continual (yet just as detrimental) physical and psychological harm. This
process creates a “trauma culture” in which trauma itself is rendered utterly mundane; take, for example, the assumed inevitability of gendered sonic assault in the intimate public sphere. How might
the everyday sounds of nonconsensual listening contribute to (or complicate) our understanding of
trauma culture? My paper takes up this inquiry by examining the role of sound and aurality within
the crisis ordinariness of gender harassment in the United States.

In April of 1937, Martha Graham visited Henry Cowell at San Quentin State Prison to request music
for a new dance project where she would honor the tragic suffering of those affected by the Spanish
Civil War. Considering the critical and personal success of the collaboration, Michael Hicks, Leta
Miller, and Joel Sachs have discussed this encounter within the general narrative of Cowell’s prison
years and his development of an “elastic” form for the two resulting works, Immediate Tragedy and
Deep Song. While noting the effort Cowell and Graham made to navigate his imprisonment, this
scholarship has not considered the ethical implications of this meeting and the ways it speaks to
the intertwined kinship of artistic inspiration, collective trauma, and individual sexual abnormality.
Reflecting on the significance of this scene, this paper revisits its archival record to question
how Graham and Cowell’s bodies were described and evaluated during their collaboration. Doing
so shifts attention away from interpreting their music and choreography as a representation of
wartime trauma in order to emphasize the everyday work that musical/sexual bodies perform while
coping with scenes of violence. Examining correspondence, press, and prison documents, I argue
that Graham and Cowell sought to address a universal ethical good but also acknowledged the exceptionalized status of their own bodies. I contend that while Graham’s claims of universality have
been characterized as indulgent egoism, Cowell used this same logic to navigate institutions that
attempted to regulate and control his sexual behavior. Rather than trying to strip out or ignore the
complexities of Cowell’s sexual behavior in service of making him an innocent martyr available for
reclamation, this paper instead looks to the ways Cowell and Graham were both complicit with the
power dynamics that viewed them as exemplary for their ability grieve on behalf of a larger
collective suffering.

Kyle Kaplan is a PhD candidate in Music Studies at Northwestern where he is also a Mellon fellow
with the Gender and Sexuality Studies program. His dissertation, “Intimate Critique: Music, Intimacy, and the Romance of Identity,” reconstructs Hans Werner Henze’s social and creative networks
in counterpoint with Adorno’s contemporaneous writings on aesthetics, ethics, and intimacy. His
research has been supported by the Sexuality Project at Northwestern and the Jan LaRue Travel
Fund, and has been published in Women & Music and PMLA.
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Rebecca Lentjes (New York City, US)

Rebecca Lentjes is a feminist activist and ethnomusicologist based in New York City. Her primary
research interest is what she terms “sonic patriarchy,” the sonic counterpart to the male gaze. Her
writing has appeared or is forthcoming in Resonance: The Journal of Sound and Culture, the Journal of Interdisciplinary Voices Studies, Sounding Out!, Music & Literature, and TEMPO, and she
writes program notes for Lincoln Center and the St. Louis Symphony Orchestra. She can be found
clinic escorting & volunteering for an abortion fund outside her various musicological endeavors.

87

						

Saturday Afternoon

Eric Hung (Music of Asian America Research Center, US)
Chronicling Trauma Beyond Pain: Two Asian American Musicians Work to
Document Fuller Lives
Trauma studies scholars often have a propensity to emphasize pain in their writings. This is understandable, given the nature of available archival sources and some scholars’ appeal for action, but it
is also problematic. As Tuck/Yang (2014) wrote, “Academe’s demonstrated fascination with telling
and retelling narratives of pain is troubling, both for its voyeurism and for its consumptive implacability.”
This presentation focuses on two works that attempt to recover the fuller lives of people who
have lived through trauma. Zain Alam’s “Lavaan” juxtaposes and overlays home videos (1959-71) of
the biracial Sikh-White Dhillonn family with archival clips of television news stories about anti-Sikh
violence. Its soundtrack combines the Sikh “Lavaan” chant and Alam’s original electronic music.
Together, they not only reveal the family’s struggles to determine the extent to which they should
preserve Sikh traditions, assimilate, create new hybridities, and resist, but also help the Dhillonn
children see that their childhoods might have been a bit happier than what they remember.
Bochan Huy’s “Hello Hi!” is a remake of a song that her refugee father Chhan Huy wrote in
1987. In Cambodian diasporic communities, pre-Khmer Rouge Cambodian rock music remains
central to the idealized homeland that many work to keep alive. Growing up as a member of her
father’s band, Bochan remembers singing the same pre-Khmer Rouge songs in “always sung the
exact same way.” Herremake demonstrates that members of her community have used creativity
to move beyond “exile nostalgia” to come to terms with life in the United States for several decades.
I will conclude by presenting a possible ethical framework for trauma studies in music—one
that focuses on benefiting the communities we discuss and helping them facilitate both internal
and external discussions.

Eric Hung (he/him/his) is Executive Director of the Music of Asian America Research Center, and
Adjunct Lecturer in the College of Information Studies at the University of Maryland. His research
focuses on Asian American music and public musicology. He is also an active pianist and conductor
who has performed in Germany, Austria, Hong Kong, Australia and throughout North America. Prior
to joining the nonprofit world full-time, he was a tenured professor at Westminster Choir College of
Rider University. Hung holds a Ph.D. in musicology from Stanford University and an MLIS in Archives and Digital Curation from the University of Maryland.
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12:00pm-1:30pm:
Paper Session: COVID as Contemporary Trauma

Kimberly Williams (University of Florida, US)
Humming Through the Apocalypse: Sound Bathing and Black Woman Healing
The United States’ Coronavirus (or COVID-19) mortality rate is over 170,000 as of August 2020
(CDC). Black people are overrepresented in the aforementioned casualty toll because of medical
racism, somatic traumas, and comorbidity diseases from wealth disparities (e.g. obesity, heart
disease, asthma) (CDC). The COVID-19 virus latches and changes the machination of breathing and
movement to potentially cause pneumonia, sepsis and superinfection (John Hopkins). The virus is
literally breath-taking. This means Black life in a white, viral atmosphere further suffocates Black
breath. Eric Garner’s death and his survival cry of “I can’t breathe” reverberates and is inextricably
linked to the death of Debroah Gatewood, a Black woman who was denied hospital intervention and
diagnosed four times before she abruptly died of COVID-19 (NBC). The virus’ psychobiological stasis is moated by anti-Blackness and police violence. Breonna Taylor was murdered while breathing
in her sleep; she was also a medical technician during the virus’ uprising.
Accordingly, in the contemporary national infatuation of mindfulness and meditation, where
does Black breath and sound enter--more specifically, how are Black people examining and taking
care of their breath in a geographic and atmospheric period of grieving? How are Black care practitioners utilizing sound as a conduit for healing and rest during the Coronavirus and Black Lives
Matter Movement? How does their work complicate Afropessimism? For this conference paper, I
will explore the virtual sound bath performed by Black female care practitioners. Sound bathes are
communal, mediation groups that focus on the aural pleasure from African, Asian, and Indigenious
instruments. I will be discussing specific practitioners who integrate Black feminism, sonic curation, and breathing studies with a particular focus on pleasure and recovery. Lastly, I will explore
such theorists and works from Toni Morrison, Ashon Crawley, Jennifer Nash, Jennifer Stoever and
more.

Kimberly Williams is a doctoral student in the English Department at the University of Florida
where her work encompasses Black love and sound studies across multimedia and literature. You
can find her published work in Standpoints: Black Feminist Knowledges published by Virginia Tech
Press, Sounding Out!, Gulf Coast, Callaloo, and more.
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Natalie Farrell (University of Chicago, US)

James Deaville (Carleton University, Canada)

K. K. COVID-19: Temporality, Cultural Trauma, and the Animal Crossing: New
Horizons Soundtrack

De-Traumatizing the Pandemic: Music, Media, and the Neoliberal Economy

As the COVID-19 pandemic began to force the world to stay at home, millions of casual video
gamers boarded flights to a private island, courtesy of Tom Nook, an entrepreneurial raccoon. The
latest installment of Nintendo’s sims franchise, Animal Crossing: New Horizons, launched midMarch 2020, and it quickly transformed from an unassuming island escape sim to a venue in which
players constructed the COVID-19 pandemic as a cultural trauma and wrestled with its temporal
effects. Most recent scholarship about Animal Crossing focuses on its capitalist subtexts, but little
has been written about its unexpected cultural significance during the pandemic.
In this paper, I argue that players perform the COVID-19 cultural trauma through their embodied interactions with the game’s soundtrack and its sonic enactments of temporality. The game
has no overarching narrative, but during the first month of gameplay, players gather materials, welcome new personified animal neighbors, and develop their once-deserted island in preparation for
the famed folk singer/Beagle K. K. Slider’s first concert. The game progresses in real time, and each
hour corresponds with a different musical track. Drawing on the trauma-informed analytical frameworks developed by Maria Cizmic and Judith Herman, I contend that Animal Crossing’s easy-listening soundtrack provides an aesthetic rhetoric through which players perform the pandemic’s
traumatic effects. The repetitive soundtrack offers a psychological space for players to grieve while
also enacting a sense of temporal regularity. Looped background music creates a Muzak-like affective environment that contributes to workplace nostalgia as players complete menial tasks. Further,
music-centric events in the game’s narrative dictate the speed at which game is played, and the
popular “time travel” cheat disrupts its aesthetic conventions, embodying the nonlinear temporal
experience often attributed to the effects of trauma.

Natalie Farrell is a PhD student in Music History/Theory at the University of Chicago. She has been
published in Music and Letters, The Journal of Popular Music Studies, and The Flutist Quarterly. Her research on neoliberal trauma and musicians’ unions has been funded by grants from the
Mellon Foundation and the Eastman School of Music’s Paul R. Judy Center for Innovation and Research. Her other research interests include Northern Irish prison music, affect theory, and popular
music. In her free time, she likes to knit and spend time with her dog (who is named after Leonard
Bernstein).
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The traumatic effects of the COVID-19 pandemic are well documented by the media and in academic research (among others, Vaughan, 2020; Qui, Shen et al, 2020; Sun, Lin & Operario, 2020).
Yet at the same time the media have been conveying a different message, in what amounts to
a concerted effort to calm a traumatized public. While newscasts portray ICU health-care workers
as battling hard to save lives, corporate (North) America and governments at all levels counter
those disturbing sights and sounds with a targeted approach to de-traumatize the media consumer, “to pacify global panic” (Das, Nileswar et al., 2020)—their solution has been to flood commercial
television and the Internet with audiovisual spots to foster positive attitudes and appropriate pandemic behavior among the public. The sponsors range from the CDC to grocery and big-box stores
and chain restaurants.
A preliminary study of 50 such public service announcements and commercials from
the months of lockdown (March-May) reveals the details of attempts to realize the goal of
panic reduction, especially in terms of music. They congruently deploy “soothing” music
and pastel animation to fortify the message that we should be calm and take measures to remain healthy (CDC, 2020; Memphis, 2020; MacDonald’s, 2020). In other words, it becomes a
citizen’s civic duty to stay safe and well (Mehdizadeh & Kamkar, 2020), and music is complicit helping to establish a mindset that is vulnerable to this manipulation (Tagg, 1999). Soft dynamics, solo instruments, and cheerful, repetitive melodic material all conspire to create an affect of
“chill,” like Muzak tracks (Lanza, 1994). Yet trauma reduction serves a greater purpose than the
well-being of citizens—it can prop up the endangered neoliberal economic system, which could
only thrive in a healthy market, where there are workers to exploit (Suther, 2020).

James Deaville teaches Music in the School for Studies in Art and Culture at Carleton University, Ottawa, and is currently co-editing The Oxford Handbook on Music and Advertising (in proofs, 2021). He edited Music in Television (Routledge, 2010) and with Christina Baade
co-edited Music and the Broadcast Experience (Oxford, 2016). His publications have appeared in the Journal of the American Musicological Society, Journal of the Society for American
Music, American Music, Sound and the Moving Image, and Music and Politics, and he has contributed to books published by Oxford, Cambridge, Routledge, Chicago and Yale, among others.  
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Gretchen Horlacher (University of Maryland, College Park, US)

Facilitating Critical Music Pedagogy through Trauma-Informed Interventions:
A Qualitative Study

The Compassionate Music Theory Classroom: Reverent Acknowledgement
In this season of multiple traumas, freshman music majors face an additional hurdle: their chosen
field carries meaning beyond the start of a degree program. In the face of the pandemic most cannot participate fully in life-giving activities: they play with one another, or participate in the public
rituals of recital and performance. At the same time they may be taking on the study of music theory for the first time. With its abstract, jargon-heavy activities and a heavy reliance on music from
eighteenth- and nineteenth-century Europe (a repertory at best a subset of their own), introductory
music theory can feel artificially unrelated to music itself.
Drawing from my training in interfaith chaplaincy (also known as spiritual care), I introduce
a spiritual tool. In practicing “reverent acknowledgement,” chaplains compassionately honor both
the difficulties and strengths of hospital patients in crisis, encouraging them discover and reinforce
their own spiritual beliefs as they seek relief. Like teachers, chaplains guide those in their charge to
adjust to new events by incorporating their values and beliefs into these challenging environments.
Incorporating the spiritual into music theory study may seem counter-intuitive, but my students and I share a love for music that reaches beyond the nuts and bolts of musical grammar and
of learning to play. Most of us are drawn to music for the meaningful experiences it offers, and especially those that connect us with the larger world, in all its beauty and in all its disaster. Reverent
acknowledgement teaches me to recognize the unique and meaningful experiences my students
bring to class, and I hope it also encourages them to acknowledge and value the new kinds of musical meaning I offer.
One example I describe in this paper is teaching music fundamentals through our engagement with Negro spirituals. We learn to use the tools of music theory to recognize the beauty and
pain these songs lay out, and we discover that spirituals shaped many forms of American music.
Most importantly, we acknowledge the deep trauma in which these songs originate, and the kinds
of responses their composers made. In the midst of current trauma, I hope students will feel connected more deeply to their vocations as they affirm how music can express the deepest sorts of
human experience.
Gretchen Horlacher earned her Ph.D. in music theory from Yale University in 1990 and taught at Indiana University for twenty-five years.  She studies the music of Igor Stravinsky, theories of rhythm
and meter, and more recently, how musical and dance analysis relate. Her book Building Blocks:
Repetition and Continuity in the Music of Igor Stravinsky was published in 2011 by Oxford University Press, and she is co-editor of The Rite of Spring at 100 (Indiana University Press, 2017) which
received the Ruth A. Solie Award from the American Musicological Society. She serves as Vice President of the Society for Music Theory.
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John Perkins (Butler University, US)

Critical music pedagogues in tertiary education expose students to knowledge which is often
new and difficult to accept. Musical goals and content (“repertoire”) are commonly narrowed
to the “canon,” and yet, musicking often produces positive emotions. Students emotions widely
vary when that paradigm is questioned. Psychology and morality often operate differently due to
the brain’s amygdalic (bodily) responses which may impair the brain’s processing (frontal cortex)
area (van der Kolk, 1994). Amygdalic responses often occur when individuals newly confront critical subject matter, such as racial violence (Menakem, 2017). Through critical music pedagogy, traumatized students may become (re)traumatized or develop PTSD (Gibbs & Papoi, 2020). Privileged
students may experience vicarious trauma, or, demonstrate traumatic symptoms due to learning
about their possible complicity in oppression (Perkins, under review).  
This qualitative case study involves predominantly white, tertiary, choral singers and a staterun Brazilian “youth” (ages 12-25) choir with singers from favelas (impoverished communities). I
ask two questions: 1) “Which trauma-informed practices best prepare choral students for learning
critical information?” and 2) “To what extent can singing and relationship-building alleviate traumatic responses during a cross-cultural and socio-economically diverse dialogue?” Qualitative
interviews, focus groups, and written assignments comprise the data. By focusing the constant
comparative method (Strauss, 1987; Glaser, 1992), I employ Boieje’s (2002) more purposeful
approach. This approach increases variation by comparing data across groups—in this case across
intersectional social positions (i.e. race, ethnicity, gender, etc…). Interventions combine trauma-informed pedagogy (Carello & Butler, 2014), body awareness, or “mindfulness” (Menakem,
2017), and identity destabilization (Butin, 2014) with singing, dialogue and co-composing songs
based on critical dialogues. The course is ongoing this semester (Fall, 2020). Regardless of the
course’s success, results will contribute to a nuanced discussion of trauma-informed music practices.  

At Butler University, John Perkins’s teaching and research activities focus on decolonizing choral
spaces and tertiary music curricula, critical dialogue (“musical dialoguing”), and trauma-informed
music pedagogy. Experiences with Arab, Malaysian and African-American colleagues helped him
de-center his performative training and work toward sustaining students’ agency through dialogical, relational and social domains of music education. While teaching at the American University of
Sharjah (2008-2014) John founded the Nassim Al Saba Choir and initiated the first college choral
program in the United Arab Emirates.
https://directory.butler.edu/?&_ga=2.88614936.2080043895.1599011620-2092358644.1578260191#/users/jdperkin
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Mirna Lekic & Steven Dahlke (Queensborough Community College, City
University of New York, US)
Traumatic Musical Narratives in Pedagogical Context
In this paper presentation Dahlke and Lekić offer a collective reflection and practical suggestions
on including traumatic musical narratives in the college music curriculum. They offer examples of
specific learning activities and assignments they have implemented in both academic and performance music courses, discuss learning efficacy through Backward Course Design, and review the
positive impact that the inclusion of traumatic topics has on student learning outcomes. Student
performances and written artifacts demonstrate that exploring trauma through music allows for
empathy expansion via kinesthetic and sound expression, offers effective coping mechanisms,
allows for deep listening and mediation between the self and ‘the other’, and creates a place for
healing and reflection for all involved. Additionally, students develop an understanding of music not
only as means of creative self-expression, but as a historical and social document, as an art that
illuminates both propaganda narratives as well as forgotten and suppressed voices, and as a medium that informs and moves people to consider and reconsider their obligations as global citizens.
Steven Dahlke received his DMA from the University of Southern California, is Associate Professor of Music at Queensborough Community College, City University of New York, and conducts
research on affective education. He has published in the American Choral Directors Association’s
Choral Journal and Chorteach. Dr. Dahlke is the 2014-2015 co-recipient of an NEH Challenge Grant
at QCC’s Kupferberg Holocaust Center for a multi-disciplinary project on student testimony on
oppression and genocide. Dahlke has sung with the Oregon Symphony Orchestra, Seattle Symphony Pops, Portland Youth Philharmonic, Portland Baroque Orchestra, Portland Opera Players, Oregon
Repertory Singers, and the Aspen Music Festival.

Mirna Lekić, D.M.A., is an assistant professor of music at Queensborough Community College,
CUNY. A pianist, she is active as a recitalist, chamber musician, and educator. Her recent publications include two critically acclaimed recordings: a debut solo album titled Masks (Centaur Records), and Eastern Currents (Romeo Records), a disc of contemporary chamber music. In 2016-17,
Lekić served as the co-coordinator of a year-long colloquium on displacement, exile and the refugee, a program sponsored by the NEH and the Kupferberg Holocaust Center. www.mirnalekic.com
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12:00pm-1:30pm:
Roundtable: Nineteenth-Century Music Review Special Issue Participants on Historicizing
Traumas of the Musical Past

Erin Brooks (State University of New York at Potsdam, US)
Sarah Gerk (State University of New York at Binghamton, US)
Erin Johnson-Williams (Durham University, UK)
Michelle Meinhart (Trinity Laban Conservatoire, UK)
Elizabeth Morgan (St. Joseph’s University, US)
Jillian Rogers (Indiana University, US)
Investigations of how people have used music to represent, perform, enact, and cope with trauma have proliferated in the last decade, although these have often focused on post-World War II
musicians and musical phenomena. Scholars have drawn on myriad theories of trauma to examine relationships between music and trauma for Holocaust survivors, Cold War- and glasnost-era
Eastern European musicians, and civilians and soldiers in Iraq. However, despite the growing interest in trauma within music scholarship, there has been scant attention paid to relationships between musical phenomena and trauma prior to World War II. And yet, the wars, revolutions, forced
displacement, slavery, and imperialism of the late nineteenth and early twentieth centuries make
these years some of the most violent in the histories of modern Europe and the Americas, and thus
some of the most important to address when asking questions regarding relationships between
music and trauma.
Building on the success of the AMS “Musicology and Trauma Studies” panel, this 90-minute
panel—a preview for a Nineteenth-Century Music Review special issue—addresses this gap in
scholarship by investigating how the cultures of imperial Britain and France, the Mexican-American War, and the US Civil War engaged with music to articulate and cope with trauma. Although
scholars have often considered Freud a central figure within trauma studies, this panel’s participants challenge his centrality by relying upon pre- and post-Freudian conceptions of trauma,
and investigating musical practices through socio-historically specific understandings of what was
variously understood by psychologists, philosophers, medical professionals and the public as hysteria, melancholy, shell shock, or commotion. Following each panelist’s overview of her research,
there will be a roundtable discussion focusing on the question of how music scholars might engage
with theoretical conceptions of trauma in addressing musical phenomena that predates many of
the most lasting understandings of trauma. In addition to moving one step further towards creating a Music and Trauma AMS Study Group, this panel sheds new light on the meaning of music and
musical practices in the contexts of war in the long nineteenth century, while also articulating the
importance of and significant possibilities for new frameworks by which trauma theory might be
employed in historical studies of music.  
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Erin Brooks is Assistant Professor of Musicology at the State University of New York–Potsdam.
While research interests include opera, film, gender and sexuality, disability, and urban geography,
her current work on trauma focuses on historical sound studies. At AMS national meetings, she
co-organized a panel on trauma studies in 2017 and presented on sonic trauma in 2018; she has
also shared this research at Durham University and the Royal Musical Association. In addition to
forthcoming work on sonic trauma during France’s l’année terrible, Erin is currently engaged in a
project on sound, trauma, and the polio epidemic and is one of the co-organizers of this conference.
Sarah Gerk is Assistant Professor of Musicology at Binghamton University. Her research examines
the role of music in negotiations of race, class, gender, and national allegiance, particularly in nineteenth-century American music. Dr. Gerk has published on such varied topics as Thomas Moore’s
Irish Melodies in the United States, Amy Beach’s Gaelic Symphony, and Alice Cooper’s relationship with the city of Detroit. Her current book project examines Irish diaspora in US musical life,
including an investigation of how songs about the Irish Famine became a medium for the expression of grief and trauma during the US Civil War. She holds a PhD in historical musicology from the
University of Michigan.
Erin Johnson-Williams is a Leverhulme Early Career Fellow in the Department of Music. Her research focuses on music and de/colonialism, the imperial legacies of music education, decolonisation, trauma studies, gender, and soundscapes of colonial violence. Erin’s current Leverhulme project, entitled ‘Audible Incarceration: Singing Communal Religion in Colonial Concentration Camps’,
examines the role of singing, religious experience and trauma in spaces of colonial incarceration,
with particular focus on the concentration camps of the Boer War in South Africa.
Michelle Meinhart is a senior lecturer at Trinity Laban Conservatoire in London, UK and holds a Senior Fellowship of the UK Higher Education Academy. Her research focuses on sound, memory, narrative and trauma in Britain from the 19th- century to today, including the edited volume A Great
Divide? Music, Britain and the First World War (Routledge 2021) and the monograph-in-progress Music, Healing, and Memory in the English Country House, 1914-1919. Her work has been
published or forthcoming in the Journal of the Royal Musical Association, Nineteenth-Century
Music Review, the Journal of Musicological Research, and several edited collections. Her research
has been funded by the US-UK Fulbright Commission, NEH, AAUW, and Music and Letters Trust.
She is also the editor of NABMSA Reviews and is one of the co-organisers of this conference.
Elizabeth Morgan is an Associate Professor of Music at Saint Joseph’s University in Philadelphia.
Her research focuses on domestic music making in the United States and Great Britain in the
nineteenth-century, with special interest in embodiment, gender, and trauma studies. She has
published articles in 19th-century Music and the Journal of the Society for American Music and in
several edited collections. A graduate of Juilliard in piano performance, she also maintains a career
as a pianist.
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Dr. Jillian Rogers  is Assistant Professor of Musicology at Indiana University. Jill’s research centers
on music and sound as embodied phenomena, and, in particular, on relationships between music/
sound and how people have historically experienced and coped with trauma. Her interests in French
modernism, affect and psychoanalytic theory, sound studies, and trauma and performance studies
coalesce in her book Resonant Recoveries: Music and Trauma Between the Wars (OUP 2021). In
addition to currently co-editing special issues of Nineteenth-Century Music Review and Journal of
Musicology, Jill is a founding researcher for the Sonic Histories of Cork City Project and a co-organizer of this conference.

2:30pm-4:00pm:
Panel: Music in Detention: Sound, Violence, Trauma
This panel is proposed by the Study Group ‘Music and Violence’ of the International Musicological Society (IMS). It explores the multifaceted use of music and sound in detention as a means to
inflict pain on imprisoned bodies, terrorize, as well as manipulate or “re-educate” detainees and
prisoners. It also carefully attends to the ways in which music and sound can reinforce agency and
communities, even in the same setting in which they are weaponized. Its comparative approach
testifies to the integral use of music and sound in detention, its damaging potential but also social
role, depending on whether it is exercised from above or from below. It specifically examines music
in the detention centres and prisons in Spain under Franco’s dictatorship, and in Greece under the
military dictatorship (1967–1974). It also investigates the ways in which music and sound can violate and wound the bodies of prisoners through the use of headphones in torture, focusing on the
so-called ‘War on Terror’.

Jacob Kingsbury Downs (University of Sheffield, UK)
At the Edge of the Violated Body: Touch, Embodiment, and Technology in
Headphone Torture
Scholars of sonic torture and warfare often foreground the multimodal experience of loud sound,
examining how the sheer power of vibrational energy can force victims’ bodies into inexorable sympathy with sounds produced by violent perpetrators. In this paper, I extend the remit of such work
by widening the focus of inquiry to consider the materiality of sound technologies, namely how
headphones have been used to intensify torture victims’ traumatic experiences of captivity through

97

						

Saturday Afternoon

their attachment to the edges of the body. Using phenomenological and sound studies literatures
to form a theoretical lens, I examine testimonies that make reference to the materiality of headphone technologies as part of brutal capture and interrogation measures, especially those resulting
from twenty-first-century US intelligence practices during the so-called ‘War on Terror’. Examples
are drawn from a range of sources, including published testimonies taken from state, legal, and
activist documents, as well as new primary evidence collected through interviews with ex-military
personnel and Guantánamo Bay defence lawyers. I show that one reason for some victims making
specific reference to having headphones forcibly appended to their bodies during sonic torture (in
tandem with loud sound being directed into the ears in sensory overload techniques, and/or with
the total negation of extraneous sonic cues in sensory deprivation) is that being unable to remove
the technologies may in some cases intensify the torturous experience and result in lasting multi
sensory trauma. This is because, when instrumentalized in violent ways, headphones become akin
to a physical parasite, clinging to the bodies of victims who are unable to shift them. In turn, individuals’ experiences of their own embodiment may become fragmented, as the boundaries that are
forcibly constructed at the edges of their bodies can cause them to feel trapped inside an embodied technological nexus and excised from the wider environment.
Jacob Kingsbury Downsis a doctoral candidate in the Department of Music at the University of
Sheffield. His project, funded by the UK’s Arts and Humanities Research Council via WRoCAH, considers headphone listening through a phenomenological lens, with emphasis on individuals’ experiences of embodied space, mediated social relations, and the materiality of technology. He holds BA
and MSt degrees from the University of Oxford.

Elsa Calero-Carramolino (University of Granada, Spain)
Portraits of the Musical National Identity in the Francoist Penitentiary System
(1938-1975)
In Franco’s Spain music practice as an element of punishment and re-education appeared with
a fixed structure in 1938. This intense activity always appeared framed by the concept of “discipline, educate and delight in the individual and in the whole”. For this reason, through the Directorate-General of Prisons, the Regime developed an administrative apparatus through which to
manage the musical practice. The aim of this paper is on the one hand, to analyse the presence of
folklore in the official prison’s repertoire during the Franco’s regime and the use of this as a contributor to the national identity imposed by the dictatorship. On the other hand, I will compare
the purposes of the dictatorship’s use of folksongs with the role that they played for the prisoners
in clandestinity. In light of this, I will highlight such issues as, for instance, the fact that repertories
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linked to the rural tradition were re-signified by Francoism inside prisons as elements of re-education through the nostalgic element of the land as motherland, according to the spreading of new
behavioural paradigms. The use of rural and traditional music was especially useful in the re-education programmes developed by the regime’s prisons politics. This communication is based on a
diversity of documents related to the prisoners’ musical daily life. This includes official documents
from the Government, such as laws and regulations, the General Office of Prisons, such as Memoranda and Bulletins, as well as judicial proceedings, press cuttings, inmates’ files, photographs, diaries, correspondence, or even a limited number of songbooks and scores. Also considered are auto-memories, most of them published during the ’80s after Franco’s death.
Elsa Calero-Carramolino holds a degree in Musicology from the Autonomous University of Madrid (2014) and a MRes in Musical Heritage from the International University of Andalucía (2015),
both with distinction. She is currently a PhD candidate at the Music Department of the University
of Granada, supervised by Professor Gemma Pérez-Zalduondo, where she was awarded a research
fellowship for teaching staff. Her research interests are music, punishment, repression, detention
and re-education during the 20th Century in Spain.  

Anna Papaeti (University of Athens, Greece)
Singing out Terror: Music in Detention during the Military Dictatorship in
Greece (1967-1974)
This paper examines the complexities of interviewing trauma survivors about the use of music in
detention, posing the question of how one listens to trauma testimony. Drawing on testimonies
of political prisoners of the military dictatorship in Greece (1967–1974), it focuses on the nexus of
traumatic memory, language, and music, as well as the challenges posed by discrepancies, silences, contradictions, and lapses of memory. Bearing witness to such moments presents us with the
tension of historical fact and psychoanalytic truth. It calls for a more symptomatic reading in the
psychoanalytic sense, and points to the problem of understanding what the survivor is actually
avowing to. Taking into account the psychic structures of acute trauma and its manifestations
in language, it considers these moments as keys to the coded messages they carry. In analyzing
them, the paper shows how music and sound can become a way of reclaiming agency in the midst
of isolation, incarceration and loss of political subjectivity, even in the same setting in which they
are weaponized, countering terror and repression. The communicative ramifications of music
making (i.e. singing, humming, whistling) and the very act of listening turn those who listen into
witnesses of the experience of detention and abuse. It is a communicative process that forges and
reinforces (imaginary) communities inside and outside prison walls.
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Anna Papaeti (PhD, King’s College London) writes about opera as well as the intersections of
music and violence. She held two Marie Curie Fellowships exploring music as a means of terror
in cold-war Greece (1946–1974). Her research has been supported by the European Commission
(FP7, Horizon 2020), Onassis Foundation, Research Centre for the Humanities, Athens, and DAAD.
She has co-edited two special issues and has published widely in journals and edited volumes on
music and detention. She also created two installations (2016, 2019; with Nektarios Pappas) and
the podcast The Undoing of Music (Museo Reina Sofia, Madrid, 2019).  

2:30pm-4:00pm:
Paper Session: Gendered Trauma and Operatic Women

Hilary Poriss (Northeastern University, US)
Critical Abuse and the Death of Maria Malibran (1808-1836)
In Opera, or the Undoing of Women, Catherine Clément excoriates the violence committed to the
female body on stage, both real (performers) and imagined (characters). Folded into her narrative is the story of the death of Maria Malibran (1808-1836). As the story goes, Malibran died from
injuries sustained in a horse-riding accident in which she was thrown and dragged behind. Despite
the severity of her injuries, she hid her pain from her husband and audiences and continued to sing,
succumbing months later after a performance in Manchester, England. This tale of Malibran’s death
has long been unquestioned, but key elements ring false: the horse-riding story, for instance, surfaced four years following the prima donna’s death, and it is hard to imagine how her husband, the
violinist Charles de Bériot, could have remained blind to contusions covering her face and body.
		
In this paper, I reevaluate Malibran’s death, asking first whether her injuries were actually sustained as the result of domestic abuse. The case against De Bériot is circumstantial and I
can only raise questions about her treatment at his hands. While domestic abuse is impossible to
determine for certain, a second and more widespread form of trauma was unquestionably partly
to blame for her death: the ferocious pressure that the British press placed on Malibran, as well
as on her peers, to appear on stage regardless of physical wellbeing. While Malibran’s case is extreme, she was not alone in feeling compelled to choose between health and the good graces of the
British tabloids. Indeed, up to the present day, these publications hold fierce sway over women in
the public eye (Megan Markle represents a recent and poignant example). This essay situates Malibran’s death as an early example in the long tradition of critical brutality that remains commonplace and influential today.
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Hilary Poriss is Associate Professor of Music in the College of Arts, Media and Design at Northeastern University. Her primary research interests are in the areas of 19th-century Italian and French
opera, performance practice, diva culture, and the aesthetics of 19th-century musical culture.
She is the author of Changing the Score: Arias, Prima Donnas, and the Authority of Performance (Oxford, 2009), and co-editor of Fashions and Legacies of Nineteenth-Century Italian Opera (Cambridge, 2010) and The Arts of the Prima Donna in the Long Nineteenth Century (Oxford,
2012). She is currently completing a book on Rossini’s Il barbiere di Siviglia.

Molly Doran (Indiana University, US)
Performing Ophelia’s Trauma in the 21st-Century Opera House
Although Ophelia appears only sporadically in Shakespeare’s Hamlet, her suffering and
madness have fascinated countless artists, composers, performers, and even medical doctors from
the sixteenth century to the present day. I analyze 21st-century presentations of two operatic adaptations of Ophelia’s madness to consider how distinct sounds and performances engage historical and current ideas about women’s trauma. In the first adaptation I discuss, Ambroise Thomas’s
opera Hamlet (1868), Ophelia’s lengthy and vocally explosive mad scene resonates with nineteenth-century understandings of hysteria, presenting an idealized, feminine, and palatable madness that dominated the work’s reception in the years after its premiere. But some recent productions of Thomas’s opera, such as the 2010 version by Patrice Caurier and Moshe Leiser, have
turned the flowery mad scene into a dark exploration of Ophelia’s inability to process her trauma,
treating the character’s pain seriously even as the beauty of nineteenth-century French music reverberates throughout the scene.
The second adaptation I discuss is Brett Dean’s 2017 Hamlet, which presents an extreme
contrast to Thomas’s. Dean’s Ophelia, premiered by Barbara Hannigan, sounds her suffering
through angular, atonal vocalizations and obsessive text repetitions that demonstrate her inability
to escape traumatic memories. But her manic sexual exhibitions and deranged behavior transform the scene into a spectacle that encourages voyeurism. I analyze Hannigan’s performance and
Dean’s music to argue that, although the composer has access to a musical style suited to expressing trauma, the scene turns Ophelia’s pain into a disturbing display evocative of nineteenth-century
perceptions of female madness. By considering presentations of both Thomas’s and Dean’s adaptations, I show that music and performance can play key roles in whether operatic renditions
of trauma create space for empathy and witness-bearing or resort to voyeurism, suggesting that
ethics surrounding the staging of pain are at stake even in performances based on fiction.
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Molly C. Doran is a PhD candidate in musicology at Indiana University Bloomington. Her dissertation, “Representing Trauma and Suffering on the Late-Nineteenth-Century Operatic Stage: Gender, Hysteria, Maternity, and Culture in France,” examines representations of women’s trauma and
suffering in French opera. Combining critical analytical approaches from musicology, performance
studies, and trauma studies, her work demonstrates how operatic performance, both historical
and contemporary, can signify forms of witness-bearing. Recent awards include the IU musicology department’s 2020–2021 Dissertation Year Fellowship, a Chateaubriand Fellowship to support
research in Paris during spring 2020, and a David Henry Jacobs International Overseas Musicology
Fellowship.  

Kate Hamori (Indiana University, US)
Modern American Madwoman: Tracing the Development of Complex Trauma
in Carlisle Floyd’s Susannah
Carlisle Floyd’s Susannah chronicles the sharp decline of young, innocent Susannah Polk
into a world of shame, betrayal, isolation, and brokenness. Although scholars have discussed
the gendered rhetoric surrounding Susannah as well as the opera’s themes of victim-blaming,
slut-shaming, and sexual assault, Susannah’s emotional deterioration has yet to be connected with
the ideas of madness and hysteria that were prevalent in nineteenth-century opera. Whereas the
hysteric madwomen of the nineteenth century were created to delight and disturb an audience,
Floyd intended for Susannah to inspire sympathy in the context of rampant McCarthyism during
the Second Red Scare. In doing so, Floyd set aside the delectable tropes that accompany hysteria,
instead imbuing Susannah with a “gender-neutral” madness that closely aligns with the symptoms
of constriction and dissociation defined by Judith Herman.
In this paper, I demonstrate that Susannah’s madness is unique amongst operatic madwomen because Floyd designed her to be a real woman, rather than a fluorescent caricature of the female psyche—her madness does not conform to the ideas of sexual excess and hysteria that have
historically dominated operatic representations. By analyzing Susannah’s descent into post-traumatic stress through the lens of modern trauma theory, I place her psychological deterioration
in the context of the operatic madwoman in order to demonstrate how Floyd’s treatment of her
psyche compares to previous composers’ treatments of the hysteric soprano. I then present Susannah’s aria “The Trees on the Mountains” as a modified mad scene in which musical representations
of hysteria (as defined by Susan McClary) are replaced with musical representations of constriction and dissociation (as defined by Judith Herman). This paper seeks to bridge the gap between
the role of hysteria in pre-twentieth century opera and the role of trauma in post-twentieth century
opera to show how representations of madness and hysteria might develop into more ethical representations of trauma in modern day opera.  
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Kate Hamori is currently pursuing an MA in musicology at IU Jacobs School of Music. A graduate
of the University of Indianapolis, her recent musicological work focuses on the cultural impact of
children’s music and dolls as representations of gender in ballet and opera. Kate is currently the
Student Representative for the College Music Society Great Lakes Chapter. In addition to her musicological studies, Kate is a pianist and professional chorister. Given current restrictions to choral
singing, she has spent the majority of 2020 creating educational content in her role as a choral
scholar at Second Presbyterian Church in Indianapolis.

2:30pm-4:00pm:
Paper Session: Hearing Traumatic Presents through Traumatic Pasts

Remi Chiu (Loyola University Maryland, US)
Peals of Fear and Hope: The Multivalence of Bells Across Two Pandemics
The French have a proverb about empty rhetoric—c’est comme le son des cloches, auxquelles on
fait dire tout ce qu’on veut (it is like the sound of bells, which we can make say whatever we
want)—that suggests that sounds of bells are likewise empty signs onto which one can project a
variety of meanings. This is particularly evident in times of great crisis.  
This paper examines the functions and effects of bell-ringing (primarily church bells, but
also handbells) during the second pandemic of plague (1340-1800) and the COVID-19 pandemic
today. Undoubtedly, bells generate fear: Italians under COVID lockdown in Bergamo lamented that
all they heard were the disconcerting sounds of church bells and ambulance sirens; during the
epidemic of plague in 1348, the ringing of bells was banned in Pistoia because it was frightening
the sick. But bells also usefully regulate a community, and they bring hope and invite communal
solidarity: during the 1576 Milanese plague outbreak, citizens under quarantine were called to
their windows to sing to each other; just as French bishops this year rang their church bells, exceptionally, to call the faithful to celebrate the Annunciation from their homes (but not before news
outlets released statements to allay possible panic); and just as neighbors across the world gather
to sing and ring bells today. Bells can invoke personal and communal memory: one bell-ringer today is reminded of WWII, and the Liberty Bell was invoked for the “Bells Across Pennsylvania Day” in
May. We also see new meaning accrue to church bells in the middle of the current crisis: in the United States, bells began to ring for 8’46” to represent—to re-enact—the length of time that George
Floyd was knelt on. The similarities and differences that emerge from this trans-historical comparison can illuminate the process by which the sounds of bells can gain meaning and how they can
affect communities coping with trauma.
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Remi Chiu is associate professor of musicology at Loyola University Maryland. He specializes in the
historical intersections between music and medicine. He is the author of Plague and Music in the
Renaissance, published by Cambridge University Press (2017), and the editor of a companion volume of Renaissance plague polyphony entitled “Songs in Times of Plague.” In addition to epidemic
disease, he also studies the use of music in medical and scientific entertainments at the end of the
nineteenth century.

Alison DeSimone (University of Missouri-Kansas City, US)
The Absence of Trauma in Eighteenth-Century Music and Why It Matters
In the summer of 1764, Johanna Stradiotti filed a lawsuit was filed in a London court against her
son-in-law, Étienne Chazell, alleging physical abuse against her and her daughter, Elisabetta
de Gambarini. Gambarini was an accomplished performer and composer, who had published two
books of harpsichord music and who routinely organized public concerts. Before the lawsuit could
proceed, Chazell fled England, and the case was dropped. Yet questions remain: how did Gambarini
reconcile her professional success with her private trauma? As an early music historian, is it ethical
to read into her music as evidence of contending with the trauma she experienced privately? In a
period before the emergence of mental health therapy and the study of psychology, is it unjust to
analyze Gambarini’s traumatic experience in the context of her musical creation and performances?
This paper argues that in early music, the absence of trauma in musical compositions and
song lyrics sheds more light on both personal experiences of trauma and on how traumatic experiences—in these cases, spousal abuse and sexual assault—played out in both public and private. This paper uses two perspectives from eighteenth-century England. First, I discuss how rape
and sexual assault were depicted in popular songs that circulated throughout the middling and
upper classes. The cavalier attitudes of both texts and music illustrate that rape and sexual assault
were considered alluring fantasy rather than a way of grappling with a traumatic episode. Next, I
turn to Gambarini’s private trauma to illustrate how music and trauma were not always intimately
linked or intertwined, especially in early modern history. The purpose of this paper is to work out an
ethical methodology for discussing trauma in early music that avoids anachronisms and prioritizes
historical values.
Alison DeSimone is Assistant Professor of Musicology at the University of Missouri-Kansas City.
She has a forthcoming monograph entitled The Power of Pastiche: Musical Miscellany and Cultural Identity in Early Eighteenth-Century England (Clemson University Press). With Matthew
Gardner, she edited Music and the Benefit Performance in Eighteenth-Century Britain (Cam
bridge University Press). She has published in the Journal of Musicological Research, A-R Online
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Anthology, Händel-Jahrbuch, and Early Modern Women. In 2018, her article, “Equally Charming,
Equally Too Great: Female Rivalry, Politics, and Opera in Early Eighteenth-Century London,” won the
Ruth Solie Prize from the North American British Music Studies Association.

4:30pm-6:00pm:
Workshop

Lucy Dhegrae (National Sawdust, Brooklyn, US) & Kevin Becker, (Clinical
psychologist, US)
The Body Writes the Score—Processing Trauma through Music and
Performance
Over the past 30 years the understanding of psychological trauma has grown exponentially in scientific and academic circles, as well as among the general population. Post-traumatic stress disorder, PTSD, has become a ubiquitous term across the globe. As scientific and therapeutic advances
have contributed to our knowledge base, there is increasing evidence of the biopsychosocial correlates central to establishing, maintaining, and reducing the impacts of traumatic events. Indeed,
trauma can infiltrate every aspect of a victim/survivor’s life: biological, psychological, and social
functioning are all at risk. However, equally important is the knowledge that each of these domains
can also serve as pathways to recovery.
In recent years numerous artistic mediums have been increasingly examined for their therapeutic role in trauma recovery. However music, one of humanity’s most vital mechanisms for affect
regulation, storytelling, and social connection, has yet to be appreciably explored. Advances in neuroscience have elucidated our understanding of where and how traumatic events are experienced
and processed in the brain. Some of those advances have pointed to neural networks that also play
key roles in how humans engage with music. While this field of study is in its early stages there are
important avenues to pursue.
This workshop will provide a brief review of the physiological, psychological and social consequences of traumatic events and examine how one professional vocalist came to utilize her understanding of music, performance, and the biopsychosocial effects of trauma to help her address
the paralyzing effects of her own traumatic experience. Implications for storytelling, performance,
music, and trauma recovery will be discussed.
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Lucy Dhegrae is a singer committed to changing and challenging how vocal music is perceived,
performed and programmed. Hailed as an “adventurous mezzo-soprano” and “raconteur” (The
New Yorker) known for her “vocal versatility and an omnivorous curiosity” (The New York Times),
she moves easily between a broad variety of styles, and can be found “everywhere new music is
being sung” (New York Classical Review). Since 2013 she has been an advocate and public speaker
for the organization RAINN, and recently presented a multi-concert project entitled The Processing Series, exploring trauma’s relationship to the voice, at National Sawdust (Brooklyn) as an Artist-in-Residence.
Dr. Kevin Becker is a licensed clinical psychologist who has specialized in the study and treatment
of trauma for 30 years. He served for 10 years as Director of the country’s first comprehensive research, training, and treatment facility for psychological trauma. He’s worked extensively with individuals, governments, organizations, and communities following tragedies across the globe. Much
of his interest recently has been in assisting storytellers to employ trauma-informed, restorative
narrative practices when composing accounts of traumatic events. He regularly teaches on issues
of trauma and vicarious trauma. He is senior partner with the crisis consulting firm Organizational
Resilience International www.oriconsulting.com

4:30pm-6:00pm:
Paper Session: Music, Trauma, and Civil Wars

Maria Athanasiou (Northumbria University, UK)
To traghoúdhi tou nekroú aderfoú: Theodorakis’ Narrative Composition on
the Greek Civil War (1946-1949)
To traghoúdhi tou nekroú aderfoú is a song cycle, written and composed by Mikis Theodorakis,
between 1960 and 1961 in Paris, where he used to live. In 1960, he wrote the first song entitled
‘Ena deilino’ [‘At Sunset’], being psychologically influenced by the unbearable sufferings caused by
the Greek Civil War (1946-1949). The composer played an active role as a leftist, especially in the
underground resistance movement, where his political involvement had led him to get arrested and
exiled once to the island of Ikaria and twice to the island of Makronissos. It was by virtue of these
facts that for him, the myth of contemporary Greece took shape and identity around the Greek Civil
War, which was ‘the greatest tragedy in the history of Hellenism’, as he described it (Logothetis,
2004:62). In To traghoúdhi tou nekroú aderfoú, all the atrocities that had taken place during those
three dreadful years are recounted, as witnessed by the composer. This paper, thus, examines how
Theodorakis’ lived experience addresses nuances of trauma-informed pedagogy in composition
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and why this particular song cycle provides an illustrative testimony of that feud, as a means of autoethnographic evidence. Touching upon their social impact and cultural influences also helps the
reader trace an interesting transition within the art-folk genre, which moves from the form of a
song cycle to a (modern) form of tragedy and heralds the later form of the laikó oratorio through
lament, where the Greek people, and even whole nations, can become the chorus of the past (Theodorakis, 2003:80-81), leading a wider healing process with worldwide repercussions (Athanasiou,
2019).
Maria Athanasiou holds a BA (Hons) in Applied Music Studies (Distinction) from the Department
of Music Science and Art at the University of Macedonia (Greece), a Master’s degree in Art, Law
and Economy (Distinction) from the International Hellenic University and a Ph.D. by research in
Musicology from the International Centre for Music Studies at Newcastle University. She is currently a Senior Research Assistant at Northumbria University and a Music Language Tutor at the Centre
for Advanced Training at Sage Gateshead. She is an Associate Fellow of the Higher Education Academy and holds diplomas in Piano, Advanced Harmony, Counterpoint and Fugue.

Emily Abrams Ansari (Western University, Canada)
Decolonizing Trauma Studies in Music: Historical Memory and Civil War El
Salvador
This presentation describes my involvement in a multidisciplinary historical memory project, “Surviving Memory in Post War El Salvador,” and the challenges I have confronted applying trauma
scholarship in the Humanities to analysis of my findings. Our team strives for a decolonial, collaborative, and horizontal methodology that recognizes the interconnectedness of historical memory
with contemporary social issues and neocolonial challenges. We work alongside Salvadoran campesinos and campesinas (subsistence farmers) who were made refugees during the Salvadoran civil
war (1980-92) to document their experiences of the conflict. In the music project, I am creating an
archive of revolutionary songs, and exploring and documenting, through historical memory workshops, the political, social, and psychological function of music-making in the Honduran refugee
camps to which many campesinos and campesinas fled.  
As I began gathering songs, many of which document brutal massacres and the hardships
of the refugee experience, I turned to theories of trauma to better understand their social, political,
and psychological functions. I began to realize, however, that trauma scholarship from the global
North offers surprisingly little to help us understand music that seeks to bolster psychological resilience and political resistance simultaneously—despite the fact that this combination of features is
also evident in some global North musics. This talk describes my intellectual journey in this research process, my gradual realisation of this fact, and the theories I ultimately turned to, which
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offer significant promise to trauma scholarship. I seek to encourage conversation about decolonizing one’s research practice, in the field and during analysis, and about the challenges and opportunities of adapting Participatory Action Research to the study of music and trauma.  
Emily Abrams Ansari is Assistant Dean of Research and an Associate Professor of Music History
at Western University, Canada. Her research examines music’s political usages and engagements
across the Americas. Her first book, The Sound of a Superpower: Musical Americanism and the
Cold War (OUP), explored the effects of this ideological conflict on musical nationalism in the
United States. Her current projects include a SSHRC-funded interdisciplinary collective history of
the musical experiences of refugees from El Salvador’s Civil War and a study of the equity-seeking
strategies of late 20th- and 21st-century classical musicians in the North American opera scene.  

Thomas Kernan (Roosevelt University, US)
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Thomas J. Kernan, Associate Professor of Music History at Roosevelt University’s Chicago College of Performing Arts, has published articles and essays in the American Musical Instrument
Society Newsletter, Grove Dictionary of American Music, and the edited collections The Modern Percussion Revolution (Routledge, 2014), Music and Tyranny (Rowman & Littlefield, 2018),
and Music and War in the United States (Routledge, 2019). His PhD dissertation, “Sounding ‘The
Mystic Chords of Memory’: Musical Memorials for Abraham Lincoln, 1865–2009,” earned the 2016
Hay-Nicolay Prize for its contribution to the national understanding of Lincoln and his legacy.

4:30pm-6:00pm:
Paper Session: Addressing Trauma in Educational and Non-Profit Institutions

Rebecca DeWan (Michigan State University, US)

Mourning and Maneuvering: Musical Practice and the New Traumas of
Reconstruction

Music Teachers’ Perceptions of Professional Development on Trauma-Informed Pedagogy

The U.S. Civil War often garners attention in studies of large-scale death and mourning. Questions
surrounding the experience and processing of trauma during the two decades that followed—
the period of Reconstruction—frequently cast a retrospective glance on the war itself. The summary goes that if antebellum slavery and wartime death created trauma, then Reconstruction, even if
faulty, was an attempt at healing wounds and moving forward.  
In this paper, I examine the ways in which the postwar musical practices of Reconstruction were not merely examples of mourning but also, themselves, acts of political, social, and cultural maneuvering. These multiple potential functions of compositions, publications, and performances allowed music to serve as simultaneous sites of mourning for some audiences and trauma for
others. Not only did Reconstruction fail in healing all wounds, but it also contributed new trauma.
I conclude by assessing how Reconstruction musical practices exhibit the active pushing aside of what David W. Blight has called the war’s emancipation narrative in favor of its reconciliation narrative, and thereafter, segregation narrative. Ultimately, the acceptance of many and
varied Reconstruction musical practices as part of the nation’s postwar mourning served to normalize a relativism in memorialization. The resulting memorials eventually ceded their early identification with grief and grew increasingly connected to the Lost Cause Mythology and the new traumas inflicted thereby.  
To document the ways in which mourning practices begot new trauma, I draw together a
complex network of African American Decoration Day activities, printed sheet music invoking
bloody-shirt politics, the efforts of former Union and Confederate wartime publishers to repurpose
their brands in Reconstruction, and the large-scale national peace jubilee experiences.

School districts commonly start the academic year with professional development (PD) sessions
for teachers and staff. As awareness grows about the impact of Adverse Childhood Experiences (ACEs)–potentially traumatic events that occur before a child’s eighteenth birthday–and the
effects of toxic stress on learning readiness, school districts are beginning to offer professional
development on trauma and trauma-informed pedagogy. There is an urgent need for teachers to
receive training on trauma-informed pedagogy. Exposure to ACEs are linked to chronic health problems and mental illness in adulthood, and can negatively impact education opportunities (Preventing Adverse Childhood Experiences|Violence Prevention|Injury Center| CDC, 2020). Bethell et al.
(2014) reported that children with ACEs had lower rates of school engagement and higher rates of
chronic disease.  
This in-progress ethnographic case study investigates music teachers’ perceptions of district-provided professional development on trauma and examines how teachers will incorporate
those strategies into their teaching this year. Through individual interviews with music teachers
conducted over zoom, I aim to explore these four research questions:
1. What information was delivered to teachers on trauma-informed pedagogy through pro		
fessional development?
2. What are music teachers’ perceptions of the professional development?  
3. In what ways do music teachers intend to incorporate these trauma-informed practices i		
nto their teaching?
4. What support did the school districts provide to facilitate implementation?
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After collecting the data and coding the interview transcripts, I will synthesize the information to
draw conclusions about music teachers’ perceptions of district-provided professional development
on trauma-informed pedagogy. This research project will be completed by December 2020. I hope
that this project is the first in a trajectory of research that aims to examine the impact of ACEs on
student learning in the music classroom and ways that teachers can best engage these students
utilizing trauma-informed practices.  
Rebecca DeWan is a Ph.D. student in music education at Michigan State University. Previously, she
taught music in Maine for thirteen years. At Noble HS in North Berwick, ME, she directed four choruses and served as the Visual & Performing Arts Subject Area Coordinator. She earned a Master’s
in Choral Conducting at the University of Southern Maine and conducted honors festivals in Maine
and New Hampshire. Her research interests include trauma-informed pedagogy, pre-service music
teacher development, and effective professional development. She was named the Maine ACDA
2018 Outstanding Choral Director of the Year.  
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assisting future teachers gain experience in order to be engaged as activists and artistic citizens for,
not only their communities and the students they serve but, more broadly, the world beyond the
confines of their immediate locals.  
Marissa Silverman is Associate Professor and Undergraduate Coordinator at the John J. Cali
School of Music, Montclair State University, NJ. A Fulbright Scholar, she is author of Gregory Haimovsky: A Pianist’s Odyssey to Freedom (University of Rochester Press, 2018) and co-author
of the 2nd edition of Music Matters: A Philosophy of Music Education (Oxford University Press,
2015). She is co-editor of Eudaimonia: Perspectives for Music Teaching and Learning (Routledge, 2020), The Oxford Handbook of Philosophical and Qualitative Assessment in Music Education (Oxford University Press, 2019), Artistic Citizenship: Artistry, Social Responsibility, and
Ethical Praxis (Oxford University Press, 2016), and Community Music Today (Rowman & Littlefield,
2013).

Marissa Silverman (Montclair State University, US)

Abimbola Cole Kai-Lewis (New York City Department of Education, Brooklyn,
NY, US)

Music and Trauma Studies, Music Education, and the Praxis of Music Teaching
and Learning

Touching the Sun: Music, Trauma, and Youth in New York City

For more than 25 years, music education scholars have examined music, music education, and social justice. However, only more recently have scholars considered “music and trauma studies” and
therefore “activism” as a vehicle for moving the music education profession forward (e.g., Elliott,
2012; Elliott, Silverman, & Bowman, 2016; Hess, 2019). This paper contributes to the conversation by connecting “music and trauma studies” and “activism” with “music education” and “music
teacher preparation.” Music teacher education is focused, primarily, on the skills public school music teachers will need to teach music to their students. However, music and trauma studies investigate issues—e.g., social, cultural, political, emotional, psychological ramifications of trauma—that
must be considered by music teachers given the weight of what it means to be an “educator.” If
music education can meet the needs of public stakeholders—largely conceived—then the mission
of public school music teacher education should be charged with the activistic dispositions, understandings, and habits of mind needed to engage in “music education as artistic citizenship.”  
Given the above, after a brief survey of pressing philosophical issues and concepts examined
in “music and trauma studies,” this paper provides an auto-ethnography of my work as a Teaching
Artist and Board Member of a non-profit organization, Crossing Point Arts, which is dedicated to
bringing the arts to survivors of human trafficking (primarily, young women; age 12-24). This probing is then related to policy and practice implications for music teacher education and, therefore,
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In the early phases of concretizing his career as a hip-hop emcee in New York City, Chosan worked
as an advocate at Covenant House, a residential center for homeless youth. During his time as a
staff member there, Chosan advised and counseled young people between the ages of 16 and 24
to ensure that they were offered a safe, stable environment. The facility relied on trauma-centered
practices designed to support young people grappling with a range of psychiatric and psychological
issues. Chosan’s work at Covenant House was complemented by his ongoing performances and
recordings as an independent hip-hop artist. His songs have continually addressed themes such as
transcending recurring challenges, rising above difficult circumstances, and successfully overcoming adversity.
This paper examines the interconnection of Chosan’s roles as an emcee and an advocate at
Covenant House. I will explore his song “Till I Touch the Sun” and use lyrical analyses to illustrate
how it promotes positive strategies for living. Moreover, I will investigate how Chosan’s professional
experiences at Covenant House are reflected in the message and thematic content of the song. I
will incorporate excerpts from formal interviews as well as informal conversations held with Chosan between 2014 and 2020. By these means, I will demonstrate how Chosan’s music represents
the unique intersection of hip-hop culture, trauma, and youth.
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Dr. Abimbola Cole Kai-Lewis is a New York City-based educator and ethnomusicologist. She currently teaches at a community school. Dr. Kai-Lewis has served on citywide education advisory
councils and professional development teams. She is a member of the Apollo Theater’s School
Program Advisory Committee and The Metropolitan Museum’s Professional Learning Community.
Dr. Kai-Lewis earned her doctorate in Ethnomusicology from the University of California, Los Angeles. Her dissertation explored the music of South African hip-hop collective Cashless Society. Dr.
Kai-Lewis presently collaborates with emcee Chosan to facilitate workshops and examine messages about Sierra Leonean identity, justice, and nationalism in his music.

understand events at different scales in a simultaneous and non-hierarchical fashion.

4:30pm-6:00pm:
Lecture Recital

Dr Anna Hirsh is the Senior Archivist at the Jewish Holocaust Centre in Melbourne, where she manages the documentation, digitization, and research of the historical and art collections. She also
holds the positions of Honorary Fellow at Deakin University, and the AAJS Vice President (Victoria).
Her research focuses on museums as sites of memory storage, Jewish history and culture, art as
witness testimony, artefact mapping, and the spatiality of memorialization

Joseph Toltz (University of Sydney, Australia) & Anna Hirsh (Archivist, Jewish
Holocaust Centre and Deakin University, Melbourne, Australia)

Dr Joseph Toltz is a researcher and administrator at the University of Sydney. Co-Investigator on
“Performing the Jewish Archive”, a UK Arts & Humanities Council large grant, he directed the 2017
festival “Out of the Shadows: rediscovering Jewish music and theatre” in Sydney. A former fellow
at the United States Holocaust Memorial Museum, he is co-authoring a book on the first collection
of Holocaust songs, working with the ExilArte Zentrum on the Austrian-Jewish refugee composer,
Wilhelm Grosz, and in 2021 will bring a child survivor of the Łódź Ghetto back to the city of her birth
to share musical memories of that time.

“Memory in Musical Material Culture: Mapping Narratives of Trauma and Migration in the Music Archive of the Jewish Holocaust Centre, Melbourne”
In the aftermath of the Holocaust, a large-scale outward migration of European Jews stretched
across the globe. While this human emigration has been well documented by historians and social
scientists, less is known about the stories around migration of personal musical material: notation,
texts and knowledge that were brought to new places by Jewish refugees. One of these objects is
the earliest compiled collection of Holocaust songs, published in Bucharest in June 1945. As well as
including twelve songs that have entered the repertoire for Holocaust remembrance, the book contains eight songs that almost completely disappeared from memory. The book found its way into
the YIVO archive, with incomplete fragments at the National Library in Jerusalem and at the United
States Holocaust Memorial Museum. One copy made its way to Australia, where it was secreted
away, accidentally preserving it in the best condition. Since its rediscovery, research has been initiated on the migration and personal stories of the contributors to the song book. A new history now
informs the origins of the project, the migration of the songbook to Australia, and the post-trauma
histories of the contributors in Bucharest. Soon to be donated to the original to the Jewish Holocaust Centre in Melbourne, Victoria, the book presents a case study on the ability of music-based
material objects to sing and tell complex stories around trauma and migration in the present as well
as the past. This project brings together experts in ethnomusicology, migration studies, archival
studies and human geography who will chart individual stories with the broader quantum of immigration patterns, to present situated narratives of human movement through the musical materiality. In doing so we aim to reveal the full worth of microhistories of trauma and memory to
112
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Glitter, Doom, Shards, Memory - String Quartet No. 3 (2012-2013)
					

Shulamit Ran

I. That which happened
II. Menace
III. “If I perish – do not let my paintings die.”
IV. Shards, Memory

Performed by the Pacifica String Quartet
Simin Ganatra, violin
Austin Hartman, violin
Violist Mark Holloway
Brandon Vamos, cello
Program Notes
My third string quartet was composed at the invitation of the Pacifica Quartet, whose music-making I came to know intimately and admire greatly when they were resident performing artists at the
University of Chicago (1999-2016). The piece was commissioned for Pacifica by Music Accord, Inc.,
Suntory Hall, and Wigmore Hall.
In our early conversations, Pacifica proposed that this quartet might, in some manner, refer
to the visual arts as a point of germination. Probing further, I found out that the quartet members
had special interest in art created during the earlier part of the 20th century, perhaps between the
two world wars.
It was my good fortune to have met, a short while later, while in residence at the American
Academy in Rome in the fall of 2011, art conservationist Albert Albano who steered me to the work
of Felix Nussbaum (1904-1944), a German-Jewish painter who, like so many others, perished in the
Holocaust at a young age, and who left some powerful, deeply moving art that spoke to the life that
was unraveling around him.
The title of my string quartet takes its inspiration from a major exhibit devoted to art by
German artists of the period of the Weimar Republic (1919-1933) titled “Glitter and Doom: German
Portraits from the 1920s,” first shown at New York’s Metropolitan Museum of Art in 2006-2007.
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Nussbaum would have been a bit too young to be included in this exhibit. His most noteworthy art
was created in the last very few years of his short life. The exhibit’s evocative title, however, suggested to me the idea of “Glitter, Doom, Shards, Memory” as a way of framing a possible musical composition that would be an homage to his life and art, and to that of so many others like him during
that era. Knowing that their days were numbered, yet intent on leaving a mark, a legacy, a memory,
their art is triumph of the human spirit over annihilation.
Parallel to my wish to compose a string quartet that, typically for this genre, would exist as
“pure music,” independent of a narrative, was my desire to effect an awareness in my listener of
matters which are, to me, of great human concern. To my mind there is no contradiction between
the two goals. As in several other words composed since 1969, this is my way of saying “do not forget” – something that, I believe, can be done through music with special power and poignancy.
The individual titles of the quartet’s four movements give an indication of some of the emotional
strands this work explores.

1. “That which happened” (das was geschah) is how the poet Paul Celan referred to the Sho		
ah – the Holocaust. These simple words served for me, in the first movement, as a metphor for the
way in which an “ordinary” life, with its daily flow and its sense of sweet normalcy, was shockingly,
inhumanely, inexplicitly shattered.
2. “Menace” is a shorter movement, mimicking a scherzo. It is also machine-like, incessant,
with an occasional, recurring, waltz-like little tune – perhaps the chilling grimace we recognize from
the executioner’s guillotine mask. Like the death machine it alludes to, it gathers momentum as it
goes, and is unstoppable.
3. “If I perish – do not let my paintings die.” These words are by Felix Nussbaum who, knowing
what lay ahead, nonetheless continued painting until his death in Auschwitz in 1944. If the heart of
the first movement is the shuddering interruption of life as we know it, the third movement tries
to capture something of what I can only imagine to be the conflicting states of mind that would
have made it possible, and essential, to continue to live and practice one’s art: bearing witness to
the events. Creating music have been, for Nussbaum and for so many others, a way of maintaining
sanity, both a struggle and a catharsis – an act of defiance and salvation all at the same time.
4. “Shards, Memory” is a direct reference to my quartet’s title. Only shards are left. And
memory. The memory is of things large and small, of unspeakable tragedy, but also of the song and
the dance, the smile, the hopes. All things human. As we remember, in the face of death’s silence,
we restore dignity to those who are gone.

115

						

Saturday Evening

Shulamit Ran music has been praised as “gloriously human”; “compelling not only for its white-hot
emotional content but for its intelligence and compositional clarity”; and “she has written with the
same sense of humanity found in Mozart’s most profound opera arias or Mahler’s searching symphonies.”
Shulamit began composing songs to Hebrew poetry at the age of seven in her native Israel. By nine she was studying composition and piano with some of Israel’s most noted musicians,
and within several years was having her early works performed by professional musicians, as well
as orchestras. She continued her studies in the U.S., on scholarships form the Mannes College of
Music and the America Israel Cultural Foundation, and has been awarded most major honors given
to composers in the U.S., including the 1991 Pulitzer Prize for her Symphony. Her music has been
performed worldwide by leading ensembles including the Chicago Symphony, the Philadelphia
Orchestra, the Cleveland Orchestra, the Israel Philharmonic, the New York Philharmonic, the American Composers Orchestra, the Mendelssohn, Brentano, Pacifica, Spektral, and Juilliard Quartets,
Chanticleer, and many others. Maestros Daniel Barenboim, Pierre Boulez, Christoph Von Dohnanyi,
Gustavo Dudamel, Zubin Mehta, Yehudi Menhuin, and others, have conducted her works. She was
Composer-in-Residence with the Chicago Symphony Orchestra between 1990 and 1997, and with
the Lyric Opera of Chicago in 1994-1997 where her residency culminated in the premiere of her first
opera Between Two Worlds (the Dybbuk).
The recipient of five honorary degrees, she is an elected member of the American Academy
of Arts and Letters and the American Academy of Arts and Sciences. Shulamit, who is the Andrew
MacLeish Distinguished Service Professor Emerita in the University of Chicago Department of
Music, where she has taught since 1973, is currently composing Anne Frank, a full-scale opera on a
libretto by Charles Kondek.
Recognized for its virtuosity, exuberant performance style, and often-daring repertory choices, over the past twenty-six years the Pacifica Quartet has achieved international recognition as
one of the finest chamber ensembles performing today. Named the quartet-in-residence at Indiana
University’s Jacobs School of Music in March 2012, the Pacifica was previously the quartet-in-residence at the Metropolitan Museum of Art and received a Grammy Award for Best Chamber Music
Performance. In 2017, the Pacifica Quartet was appointed to lead the Center for Advanced Quartet Studies at the Aspen Music Festival and School. Their most recent CD “Contemporary Voices”
features works written for the quartet by Pulitzer Prize-winning composers Jennifer Higdon, Shulamit Ran, and Ellen Taaffe Zwilich, and was nominated for a GRAMMY award this year for Best
Chamber Music Album.
Formed in 1994, the Pacifica Quartet quickly won chamber music’s top competitions, including the 1998 Naumburg Chamber Music Award. In 2002 the ensemble was honored with Chamber
Music America’s Cleveland Quartet Award and the appointment to Lincoln Center’s The Bowers
Program (formerly CMS Two), and in 2006 was awarded a prestigious Avery Fisher Career Grant.
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With its powerful energy and captivating, cohesive sound, the Pacifica has established itself as the
embodiment of the senior American quartet sound.   
The Pacifica Quartet has proven itself the preeminent interpreter of string quartet cycles, harnessing the group’s singular focus and incredible stamina to portray each composer’s evolution, often
over the course of just a few days. Having given highly acclaimed performances of the complete
Carter cycle in San Francisco, New York, Chicago, and Houston; the Mendelssohn cycle in Napa,
Australia, New York, and Pittsburgh; and the Beethoven cycle in New York, Denver, St. Paul, Chicago,
Napa, and Tokyo (in an unprecedented presentation of five concerts in three days at Suntory Hall),
the Quartet presented the monumental Shostakovich cycle in Chicago, New York, Montreal and at
London’s Wigmore Hall. The Quartet has been widely praised for these cycles, with critics calling
the concerts “brilliant,” “astonishing,” “gripping,” and “breathtaking.”   
Recent season highlights include defining performances at Shriver Hall with Marc-André
Hamelin and for the Montreal International String Quartet Academy, as well as appearances on
North America’s major chamber-music series, including concerts in Charlottesville, Chicago, Dallas,
Detroit, Kansas City, and Vancouver.    
An ardent advocate of contemporary music, the Pacifica Quartet commissions and performs
many new works including those by Keeril Makan, Julia Wolfe, and Shulamit Ran, the latter in partnership with the Music Accord consortium, London’s Wigmore Hall, and Tokyo’s Suntory Hall. The
work – entitled Glitter, Doom, Shards, Memory – had its New York debut as part of the Chamber
Music Society at Lincoln Center series.  
In 2008 the Quartet released its Grammy Award-winning recording of Carter’s quartets
Nos. 1 and 5 on the Naxos label; the 2009 release of quartets Nos. 2, 3, and 4 completed the twoCD set. Cedille Records released the group’s four-CD recording of the entire Shostakovich cycle,
paired with other contemporary Soviet works, to rave reviews: “The playing is nothing short of phenomenal.” (Daily Telegraph, London) Other recent recording projects include Leo Ornstein’s rarely-heard piano quintet with Marc-André Hamelin with an accompanying tour, the Brahms piano
quintet with the legendary pianist Menahem Pressler, and the Brahms and Mozart clarinet quintets
with the New York Philharmonic’s principal clarinetist, Anthony McGill.   
The members of the Pacifica Quartet live in Bloomington, IN, where they serve as quartet-in-residence and full-time faculty members at Indiana University’s Jacobs School of Music. Prior
to their appointment, the Quartet was on the faculty of the University of Illinois at Champaign-Urbana from 2003 to 2012, and also served as resident performing artist at the University of Chicago
for seventeen years.  
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Nadia Younan (University of Toronto, Canada)
Intersections of Collective Memory and Cultural Trauma in Assyrian Narrative
Song: A Case Study on ‘The Eagle of Tkhomeh’
Genocide, persecution, and forced migration are familiar experiences for the Assyrian peoples.
An ethnic and religious minority from the borderlands of Turkey, Iran, Syria, and Iraq, the Assyrian
community resides predominantly in the Global North as a result of these violent processes. Drawing from multi-sited ethnographic research in Mississauga, Ontario; San Jose, California; and Scottsdale, Arizona, this paper interrogates the polysemy of the Assyrian folk song “Ya Nishra Tkhomeh”
(The Eagle of Tkhomeh), where the soaring eagle is a metaphor for refugee flight and a resilience
that transcends the gravity of the Assyrians’ expulsion from their homelands. This case study aims
to address a broader schema for understanding the contextual role of expressive culture in the
intersections of collective memory and cultural trauma. “Ya Nishra Tkhomeh” was originally conceived as a poem in the early twentieth century by Assyrian scholar Freydun Atoraya in response to
the 1915 Assyrian Genocide; the poem was set to music by Assyrian artist Gibrail Sayyad following
the events of the 1933 Simele Massacre of Assyrians in Iraq. My analysis considers the continued
performance of “Ya Nishra Tkhomeh” from these periods into the present at various community
events, as well as the interpretations and individual feelings about the song as expressed pervasively in discourse with my interlocutors. How and why has this narrative song constituted an enduring
expression of the Assyrian experience over several generations, and how does it shape the collective memory and cultural trauma of a geographically fragmented community? Making reference to
certain Assyrian villages that no longer exist in contemporary cartography, “Ya Nishra Tkhomeh”
also serves as a form of oral history that documents conceptualizations of home in the repertoire
of collective memory (Stokes 1994; Taylor 2003) and metaphorically describes the trajectory of
Assyrian refugee movement that persists to the present day.  
Nadia Younan is a PhD candidate in ethnomusicology at the University of Toronto. Her dissertation
on intersections of cultural trauma and collective memory in Assyrian popular music and dance
expressions is supported by the Social Sciences and Humanities Research Council of Canada. She
has recently published an article on stateless nationalism and embodiment in Assyrian line dance
practice in the Revue européenne des migrations internationals (2020). Nadia is also a vocalist
in the Toronto-based Balkan music group Meden Glas, and in the California-based choral ensemble
Assyrian Women.
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Nick Poulakis (National and Kapodistrian University of Athens, Greece)
Echoes of Trauma in Cinema: Music and the Greek Film Melodrama of the
Sixties
Traumatic events remain in people’s memory often aided by various cultural practices that operate as mnemonic means of storing, retaining, and subsequently retrieving information or even
formulate new interpretations of past memories or impressions. Contemporary mass media have
been frequently used as channels of communicating earlier traumatic experiences and their consequences through audiovisual representations that ground upon a mixture of simplistic psychocultural stereotypes and preconstructed symbolisms. The Asia Minor Catastrophe (1922) and the
forced uprooting of more than 1.5 million Greek people from their homelands has been a major
turning point in the history of Modern Greece, since the idea of irredentism held an essential place
in Greek national imagination. This major traumatic crisis has been either straightforwardly or
implicitly displayed in numerous popular films of the so-called Old Greek Cinema of the sixties.
Klak Film –a B-movies production company of that era directed by Apostolos Tegopoulos– specialized in low-budget cult melodramas starring the much-loved actor and successful singer Nikos
Xanthopoulos, some of which refer to the aforementioned disaster. These epic films reproduce the
widespread Greek perception of cultural controversy between the East and the West, forming a
hybrid musical and filmic illustration of the neighbor (Turkish/Ottoman) Other as exotic, fierce, and
strange, but at the same time as familiar, accepted, and likeable. They reveal a reproduction of the
Other which, on the one hand, embraces certain perspectives and aspects of the (Greek) Self and,
on the other, has been shaped by conceptual generalizations and naïve representations of the past
through popular/national memory of collective traumas. Being a cinematic genre where emotion is
been exaggerated through the plentiful application of music, melodrama is based on the archetypal
romantic narrative with prefixed characters and intentional overacting pointing towards an excess
that would directly appeal to everyday audiences. Originated in current theories of nationalism,
identity, otherness, and trauma, the proposed paper will analyze Klak Film’s productions with particular focus on their music as means of nationalistic filmic nostalgia that echoes previous traumatic episodes but also present-day anxieties and inconveniencies.
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archives; participatory documentary and video life stories; and anthropological films focusing on
the performing arts. He has published two books on film music and several papers focusing on music, mass media, identity, and representation.

Heather MacLachlan (University of Dayton, US)
Music’s Role in the Persecution of Muslims in Burma/Myanmar
Profound trauma is being experienced by nearly one million Muslim refugees now living in Bangladesh; since 2012, they have been fleeing Burma/Myanmar to escape genocidal violence perpetrated against them. This presentation excavates the role that a corpus of contemporary pop songs,
archived online, play in fostering that trauma. These songs are sung in Burmese and exhort listeners to “defend Buddhism” by discriminating against Muslims, who are portrayed as a different and
repellent “race” of people who constitute a threat to Burmans, to Buddhism, and to the fate of the
nation. I argue that the hate speech contained in the lyrics of these songs inflicts traumatic harm
on Muslims still living inside Burma/Myanmar (Thompson 2012). Even more consequentially, I
contend that the songs’ lyrics constitute incitement to violence, following the definition of incitement developed by the International Criminal Tribunal for Rwanda. The songs and their creators
are therefore complicit in the ethnic cleansing of Muslims in Burma/Myanmar in recent years, and
in one of the largest-scale manifestations of trauma in the world today. This presentation contributes to the conference’s themes of music and trauma in the context of displacement, violence, and
systemic racism.
Dr. Heather MacLachlan is associate professor of ethnomusicology at the University of Dayton in Dayton, Ohio. She is the author of Burma’s Pop Music Industry: Creators, Distributors,
Censors (University of Rochester Press, 2011) and Singing Out: GALA Choruses and Social
Change (University of Michigan Press, 2020), as well a number of scholarly articles and book chapters. She speaks English, French and Burmese and has taught in each of these languages at various
times. Dr. MacLachlan also serves as a Court Appointed Special Advocate (CASA) in the Montgomery County Juvenile Court.  

Nick Poulakis holds a PhD in Film Musicology from the Department of Music Studies at the University of Athens (Greece) where he serves as a staff member of the Laboratory of Ethnomusicology and Cultural Anthropology. He is also an adjunct instructor at the Hellenic Open University. He
teaches ethnographic cinema and documentary, film music and applied ethnomusicology. He has
been involved in various research projects on intangible cultural heritage; museums and
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Erin Johnson-Williams (Durham University, UK)

This is a Rhythm I Have Breathed in Since That Day: Polio, Sound, and Traumatic Memory

Silencing ‘Savage’ Soundscapes: British Imperial Records of C-Sections in
Nineteenth-Century South Africa and Uganda
Birth by c-section is often as assumed to be the quieter option for delivery. Yet the ability to be
given pain medication sufficient to numb the highly invasive procedure is only relatively recent.
Indeed, it is only in the twentieth century that the mother would reliably survive, and even more recently that she would experience the operation without significant, life-threatening pain. Thus, the
sonic history of the c-section is a traumatically turbulent one – the operation was performed only if
a woman in labour was going to die if no interventions were taken. And yet, soundscapes of c-section birth have been even less written about than the soundscapes of “natural” delivery, rendering
the trauma of c-section delivery even further repressed in medical history and cultural memory.  
This paper aims to address that imbalance, proposing that British imperialist forms of medical writing participated in the silencing of c-section deliveries for women in colonial contexts. According to several written account, the first successful c-section operation performed by a surgeon
in the British empire was conducted by Dr James Barry (a transgender surgeon born as Miranda
Barry) in South Africa c.1815–1821. The Barry narrative is that he “brought” the technology of the
c-section to Africa, but existing reports from a British doctor traveling to Uganda show that Indigenous Ugandans had already been practicing c-sections themselves: in an 1884 account by Robert
W. Felkin, he describes the Indigenous surgeon as lifting up a knife, and “muttering an incantation” over it before cutting into the mother, who then survived. Comparing the presence of “savage”
sound in colonial medical writings to nineteenth-century European ideas about African music, I
will situate the mysticism and projected western fantasies of sound about the Ugandan “incantation” within a broader framework for critiquing the idea of the “silent, sterile” western c-section.
Erin Johnson-Williams is a Leverhulme Early Career Fellow in the Department of Music. Her research focuses on music and de/colonialism, the imperial legacies of music education, decolonisation, trauma studies, gender, and soundscapes of colonial violence. Erin’s current Leverhulme project, entitled ‘Audible Incarceration: Singing Communal Religion in Colonial Concentration Camps’,
examines the role of singing, religious experience and trauma in spaces of colonial incarceration,
with particular focus on the concentration camps of the Boer War in South Africa.
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Erin Brooks (State University of New York at Potsdam, US)

In his narrative of a young polio victim, historian and polio survivor Daniel Wilson notes “the sense
of fear was omnipresent, from parents, doctor, and the nurses who wheeled you down long corridors, past closed doors to the isolation ward.” America’s polio epidemics traumatized many;
children, for example, were subjected to lengthy hospitalizations and forced family separations,
situations compounded by silencing, denial, suppressed memories, and exclusion from society.
Bessel Van der Kolk’s work suggests polio symptoms might intensify traumatic experiences, due to
paralytic effects on the body. As polio victims aged, many began to process suppressed memories,
resulting in a flood of narratives and testimonies from the 1960s through today.
Sifting through these accounts reveals how America’s midcentury polio wards reverberated
with sound and music. From straining to hear the specific footsteps of a family member to clicking
tongues or whistling as a signal for nurses to the rhythmic whooshing of iron lungs—or their ominous silence—hospital soundscapes provided knowledge, power, pleasure, and fear for immobilized
polio sufferers. Music was present too, from omnipresent radio programs to informal music-making
such as Warm Spring’s “Poliopolitan Opera Company.” Yet despite extensive scholarship on polio—
particularly the race to develop the vaccine—sound’s connection to polio has received little critical
attention. Building on musicologist Jenny Johnson’s work on how involuntary memories “emerge
primarily through the language of sounds,” and weaving together testimonies of polio survivors,
midcentury medical, psychological, and music therapy publications, media coverage and charity
campaigns, and theory from trauma scholars such as Van der Kolk and Allan Young, this paper
analyzes the echoes of America’s midcentury polio epidemic. Ultimately, I demonstrate how polio’s
soundscapes were intimately connected with the body, medicine, childhood illness, and traumatic
memory.
Erin Brooks is Assistant Professor of Musicology at the State University of New York–Potsdam.
While research interests include opera, film, gender and sexuality, disability, and urban geography,
her current work on trauma focuses on historical sound studies. At AMS national meetings, she
co-organized a panel on trauma studies in 2017 and presented on sonic trauma in 2018; she has
also shared this research at Durham University and the Royal Musical Association. In addition to
forthcoming work on sonic trauma during France’s l’année terrible, Erin is currently engaged in a
project on sound, trauma, and the polio epidemic and is one of the co-organizers of this conference.
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Michelle Meinhart (Trinity Laban Conservatoire, UK)
Contractions, Cries, and COVID: The Traumatic Soundscapes of UK Lockdown
Hospital Maternity Wards
Modern delivery and maternity wards present numerous human and technological sounds,
but the COVID-19 pandemic and the subsequent global lockdown of hospitals in 2020 has variegated this soundscape. While beeps and blips of medical equipment – and certainly, the cries of babies
– remain, patients and staff have largely been silenced. The barrier of face masks stifles – both literally and figuratively – personal exchange, and the anticipated joyful conversations of visiting family and friends has been absent as mothers and babies spent their first days together alone, alienated.  
This paper explores how new mothers during the time of COVID have harnessed technology to mitigate and re-exert control over the traumatic soundscapes of lockdown delivery and
maternity. Music streaming, messaging, and video calls have helped to ameliorate the traumas of
labour and/or surgery and the experience of forced separation from family and friends, as well as
to silence pervasive medical technologies and the sounds of distress of other patients in situations
of shared wards. I draw upon my own experience of giving birth in a London hospital in June 2020,
and after developing preeclampsia, subsequent week of feeling imprisoned within a maternity
ward’s soundscape. In addition to drawing upon my observations of fellow patients, I consider accounts of lockdown maternity and birth shared in social media (from Instagram to #butnotmaternity), and the healing communities built online. Such testimonies I frame within trauma theory
by Elaine Scarry and Judith Herman, and sound theory by Steven Goodman and Marie Thompson.
In addition to establishing intersections of trauma and soundscapes of lockdown delivery and
maternity wards, this paper proposes new ways for understanding how women’s birth experiences have been silenced – not only a silencing imposed by COVID restrictions, but also the way that
women, even in shared spaces, can silence each other.   
Michelle Meinhart is a senior lecturer at Trinity Laban Conservatoire in London, UK and holds a
Senior Fellowship of the UK Higher Education Academy. Her research focuses on sound, memory, narrative and trauma in Britain from the 19th- century to today, including the edited volume A
Great Divide? Music, Britain and the First World War (Routledge 2021) and the monograph-in-progress Music, Healing, and Memory in the English Country House, 1914-1919. Her work has been published or forthcoming in the Journal of the Royal Musical Association, Nineteenth-Century Music
Review, the Journal of Musicological Research, and several edited collections. Her research has
been funded by the US-UK Fulbright Commission, NEH, AAUW, and Music and Letters Trust. She is
also the editor of NABMSA Reviews and is one of the co-organisers of this conference.
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Joseph Stiefel (Pianist and Musicologist, Indiana University, US)
“Healing and Empowerment in Margaret Bonds’s Spiritual Suite for Piano”
In 1949, Langston Hughes published a Chicago Defender column promoting the earliest solo piano arrangements of spirituals by Margaret Bonds—composer, pianist, activist. About her setting
of “Wade in the Water,” which later became the stirring finale of her Spiritual Suite, he wrote, “The
sounds that emerged from the piano then took on the force of the whole upward march of our people through bondage, trouble, and sorrow to the light of day. I have seldom been so moved by any
music in a concert hall.” Hughes heard the trauma of racial oppression, but also empowerment and
healing. Scholars have written extensively about spirituals as a coping mechanism during slavery,
the centrality of spirituals to the psychological formation of African Americans, and the incorporation of spirituals in art music. However, the healing power of concertized spirituals for composers,
performers, and listeners remains less explored.
I will demonstrate in a 1-hour lecture recital that Bonds’s Spiritual Suite played significant
roles of empowerment and healing from the personal trauma she faced working in the overwhelmingly white, patriarchal field of classical music, and the cultural trauma she inherited as an African
American. Drawing on Jeffrey Alexander’s understanding of cultural trauma, Laura Brown’s concept
of insidious trauma, and Judith Herman’s theories of recovery, I analyze biographical information
and Bonds’s music to elucidate its healing and empowering qualities. I place Bonds’s work in the
context of other spiritual settings by Florence Price and H.T. Burleigh and writings on spirituals by
Frederick Douglass, W.E.B. DuBois, and Howard Thurman. Addressing and performing Bonds’s
music in this light will foster greater appreciation of Bonds because many of her works (including
two movements from the Spiritual Suite) remain unpublished and unknown, especially by white
audiences.
Joseph Stiefel is pursuing an MA in Musicology and MM in Piano Performance at the Indiana University Jacobs School of Music where he has served as an Associate Instructor of both piano and
music theory. An interest in piano music by African American composers has led him to pursue
research and performance projects on the life and work of composer Margaret Bonds, which he
presented at the Spring 2020 IU Musicology Colloquium Series. This year he is organizing a virtual
concert series of piano music by composers of the African Diaspora sponsored by the IU Arts and
Humanities Council.
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Michael Ka-Chi Cheuk (The Open University Hong Kong)

“Flowers in the Rear Courtyard”: Singing the Tune of a Falling Dynasty

Escaping through Sound: Gao Xingjian’s Absolute Signal

In 1645, the Chinese general Shi Kefa faced an existential crisis: how could he face historical judgement having failed his duties as a Ming dynasty (1368-1644) officer? Unable to reconcile himself
to life as a defeated official, Shi Kefa removes his uniform, jumps into a river, and commits suicide.
This, at least, is how Shi’s death is portrayed in The Peach Blossom Fan (1699), an early Qing dynasty (1644-1912) historical drama by playwright-historian Kong Shangren. In tracing the traumatic
collapse of the Ming dynasty, The Peach Blossom Fan foregrounds the human tragedies of its age
against a tableau of political crisis, uniting “facts” of official history to the illusory realm of theater
and performance. Like all traditional Chinese dramas, Kong’s play is an opera, in which music features prominently as a catalyst for narrative action. Especially significant is a scene leading up to
Shi Kefa’s suicide, in which he sings an aria to the tune of “Flowers in the Rear Courtyard”: a tune
that becomes synonymous with the sounds of a falling dynasty.
Examining the use of “Flowers in the Rear Courtyard” in and beyond The Peach Blossom
Fan, I demonstrate how this tune becomes a leitmotif for the breakdown of social and political
institutions, particularly at moments of bureaucratic upheaval and historical trauma. Indeed, Fan’s
playwright Kong Shangren operated in a Confucian philosophical context that equated dissonant
music with an unstable society and cosmos; thus, achieving social harmony required harmonious
music. By analyzing the recurring use of this tune in and beyond Fan — including its connection to
an unsuccessful attempt to restore the falling Ming, disregard for social etiquette, and the demise
of personal relationships — I reveal the broader functions of musical sound to reflect and create
patterns of order and disorder in Chinese drama.

Before becoming the first Chinese-language writer to win the Nobel Prize in Literature, Gao Xingjian was known as the godfather of Chinese avant-garde theatre in the 1980s (Ferrari 2012). Writing
for a mainland Chinese audience that had just survived the Chinese Cultural Revolution (1966-76),
also known as “Ten Years of Chaos,” Gao’s Absolute Signal (1981) introduced then-groundbreaking lighting, sound, set, and acting techniques to convey a marked difference between the play’s
naturalist scenes and non-realist scenes. The play’s portrayal of post-Cultural Revolution life in a
familiar, but also unfamiliar way, paved way for its critical and popular acclaim (Łabędzka 2008).  
As sound in theatre is mostly used to provoke emotional responses or create mood in an
indirect way, it is usually examined in conjunction with other aspects of the theatre production. The
recognition of the autonomy of sound, however, according to Mladen Ovadija (2013), is “a part of
the weaponry in the struggle of the historical avant-garde against the closure of representation of
the dramatic text.” Sound, then, becomes a potential site for detachment from the domination of
meaning from the text, the director, and the playwright.  
Following Gao Xingjian’s suggestion that the “rhythm of the sound” is the play’s “sixth character” (1981), I consider sound as an independent entity that is marginal yet significant to the
narrative of Absolute Signal. The boundaries of real and non-real are blurred by the use of sound,
and I examine how sound serves as an autonomous space of reflection about the traumatic impact
of the Cultural Revolution towards its survivors, which span from those who were born during the
Cultural Revolution to those who were influenced by the “revolution in education” policy during
their formative years (“the lost generation”) (Bonnin 2006).
Michael Ka-chi Cheuk is Lecturer in English and Comparative Literature at The Open University
of Hong Kong. He recently completed a PhD on Gao Xingjian’s pre-Nobel plays and censorship at
SOAS University of London. He is now leading a Hong Kong Research Grant Council-funded project
on Gao Xingjian's post-Nobel works. Michael also teaches and writes about popular culture (especially Chinese hip hop).
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Allison Bernard (Yale University, US)

Allison Bernard (PhD) is a Postdoctoral Associate at the Council on East Asian Studies at the MacMillan Center for International and Area Studies at Yale University. She is a scholar of early modern
Chinese literature, whose work focuses on drama, print and theatrical culture, and intersections between literature and history. She is currently working on a book project that explores the use of meta-theater as historiography in and around Kong Shangren’s Peach Blossom Fan. Allison received
her PhD from Columbia University’s department of East Asian Languages and Cultures (2019), and
has previously taught at Wesleyan University. https://ceas.yale.edu/people/allison-bernard
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Jeremy Lowenthal (University of Iowa, US)
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10:00am-11:30am:
Paper Session: Trauma, Time, Embodiment, Performance

Air Drama: Traumatic Sound Effects in the Beckettian Skullscape

Hila Tamir Ostrover (Tel-Aviv University, Israel)

In “Disappearing History: Scenes of Trauma in the Theater of Human Rights,” one essay from Cathy
Caruth’s 2013 monograph Literature in the Ashes of History, Caruth analyzes the dramatic and
metaphoric function of the tape recorder vis-à-vis the representation of personal and collective trauma in Ariel Dorfman’s 1990 play Death and the Maiden. In Caruth’s judgement, Dorfman’s tape recorder operates as a sound archive from which history appears and disappears
in a dramatic feedback loop that gradually enables the “performance of a new kind of listening” to the traumatic past. For Dorfman’s protagonist, Paulina, this manifests as a new way of
listening to the music once played by her torturer, Roberto, during her abuse and rape: Franz
Schubert’s String Quartet No. 14 in D Minor, known as Death and the Maiden. Though unrecognized in Caruth’s analysis, Dorfman’s Death and the Maiden intertextually roots itself in Samuel
Beckett’s famous radio play All That Fall (1957), which opens with Schubert’s quartet and foregrounds tape recording technology in its pioneering use of the BBC Radiophonic Workshop’s
new tape-based radiophonic sound effects. In Embers and Krapp’s Last Tape too, Beckett places new sound recording technologies centerstage in an effort to connect them materially and
metaphorically to the innerworkings of the traumatized mind. My essay will trace this history to evince the function that tape recording has performed as a medium and metaphor for the representation and theorization of trauma since the close of the Second World War. Close readings of
and listenings to Beckett’s All That Fall will support my claim that twentieth-century acoustic and
broadcast technologies have played a significant role in shaping aesthetic representations of, and,
by extension, humanist discourses on trauma, including Caruth’s most recent monograph.
Jeremy Lowenthal: I am an English Ph.D. candidate at the University of Iowa, where I research and
teach at the intersections of sound, media, and trauma studies. In addition to teaching a UIowa Resilience and Trauma-informed Perspectives certified course entitled “Literature in the Aftermath
of Catastrophe,” I am writing a dissertation on the ways that writers for the BBC Third Programme
deployed the broadcast word in tandem with new radiophonic techniques to represent trauma on
the air following World War Two. Much of my research on this topic is forthcoming in Modernism/
modernity.  

The Embodiment of Trauma in Chaya Czernowin’s Pnima… ins Innere
In this paper, I trace the embodiment of trauma in the performance gestures of Chaya Czernowin’s Pnima… ins Innere, by relying on a combination of research in embodied cognition and documented somatic reactions of PTSD. Czernowin’s critically acclaimed opera Pnima… ins Innere (Pnima, henceforth) deals with the trauma of the holocaust from the perspective of the ‘second
generation’: the children of the survivors. It contains no spoken words, only fragmented utterances,
and while there are two actors on the stage, they do not speak or sing. Instead, each character is
represented musically by a battery of voices and instruments, so as to capture the polyphonic internal reality of the characters, according to Czernowin. Indications of Pnima’s extreme emotional
profile can be found among audience comments, critical reviews and academic papers. It has been
described as a “physical fabric of emotion” (Czernowin, 2006); said to be full of “emotional undertows” (Schleusener, 2000); and portrayed as “strong empathic resonances of experience: trauma
transformed into sound” (Hiekel, 2010). I argue that the musical material in Pnima often enacts
common physical reactions to trauma, and that by doing so it may trigger an empathic response in
the performers and audience. I then translate these ideas to analyzing the dynamics between the
dramatis personae and their musical expression, showing how Pnima is not only an opera about
trauma, but about the possibility of empathically sensing the trauma of the other.   
Hila Tamir Ostrover is a music theorist and a composer. She obtained her Ph.D. from New York
University in January 2020. Her research focuses on embodied music cognition, cross-modal correspondences of sound with vision and motion, and the analysis of 20th and 21st centuries concert
music. Starting October 2020, she will be a postdoctoral fellow at Tel-Aviv University, where she will
lead the music cognition aspect of an interdisciplinary project involving machine learning, music
and motion.

Alisha Stranges (University of Toronto, Canada)
Dancing with Rupture: Respite, Transcendence, and the Art of Improvised
Rhythm Tap in the Aftermath of Psychic Trauma
Psychic trauma is, fundamentally, a temporal problem. The traumatic moment inflicts a brutal blow
on the psyche that occurs too suddenly to prepare an effective defense. In an always futile effort to
overcome profound unreadiness, the survivor repeatedly returns to the site of injury and,
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consequently, falls “out of sync” with linear time. This “traumatic return” can be painful, particularly
in a capitalist culture, where any digression from forward-momentum is aberrant. But what if this
traumatic return could be a radically disruptive gift? What if the trauma survivor could cultivate a
space that embraces time’s perpetual slippage?
I propose that when resolution of the traumatic return seems unfeasible, the trauma survivor can seek spaces of respite, finding temporary rather than absolute relief from suffering. I argue that the practice of solo, improvised, rhythm tap dance offers one model for engineering such
spaces, because the body learns how to refunction the unsettling nature of traumatic temporality.
My research draws on my own lived experience as a trauma survivor and rhythm tap improvisor,
findings from practice-based research with professional rhythm tap dancers, and scholarship in
psychoanalysis, music improvisation studies, queer theory, and time perception. Given that performance possesses an inherently deviant relationship to time, I contend that, in the aftermath of
catastrophe, one can utilize performance to transcend ongoing tensions to comply with “straight”
time or to submit to its “queer” counterpart. Through an exploration of the transcendent states that
improvisation may produce (“flow,” altered consciousness), I consider how music and rhythm tap
improvisation permit linear time to distort in ways that feel good. Ultimately, I introduce to the canon of trauma-informed therapy a different way of understanding traumatic recovery, encouraging
trauma survivors to embrace life on the margins of linear time.
Alisha Stranges received her master’s in Women & Gender Studies from the University of Toronto,
with a collaborative specialization in Sexual Diversity Studies. Her master’s research project examines the therapeutic resonances of improvised rhythm tap dance for survivors of psychological
trauma. Alisha is also a graduate of the Humber College Theatre Performance program. As a queer
woman, theatre creator, dancer, and performer, Alisha spent a decade devising original plays within
Toronto’s independent theatre community. Most recently, Alisha launched the anti-Archive Project,
a digital collection of animated videos that preserve the history of the Qu(e)erying Religion Program at the University of Toronto.

Nicolette Van den Bogerd (Indiana University, US)
Holocaust Trauma and Postwar Jewish Identity: The Messianic Musical Narrative in Alexandre Tansman’s Isaïe le prophète
In 1949, three years after returning to France from a temporary exile in the United States,
where he had escaped Nazi persecution, Polish-Jewish composer Alexandre Tansman began
working on his oratorio Isaïe le prophète. The piece features a narrative built on selections from
the “Prophets” portion of the Hebrew Bible. Tansman translated these biblical excerpts himself,
constructing a messianic tale he described as progressing “from anguish to joy, through prayer.”
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In a 1985 interview with Radio France, Tansman acknowledged that the piece is a monument in
memory of the six million Jews who perished in the Holocaust. Moments later in the same
interview, he stated that the piece was also a “salute to the State of Israel.” This nation was
founded in 1948, just two years before Tansman completed the oratorio. That Tansman wrote the
piece to simultaneously commemorate two events suggests that he believed that there was a
connection between these moments in Jewish history. Early accounts from Jewish survivors, in
fact, demonstrate that the establishment of Israel was important in the reconciliation of Holocaust
trauma. Tansman’s writings show that his traumatic experiences during the Holocaust shaped a
postwar Jewish identity that was derived from a self-identification with Israel. But precisely how
does his piece function in this context? Using Jeffrey Alexander’s theory of “cultural trauma”
and Idith Zertal’s concept of the “trauma community,” I demonstrate that Tansman constructed a
musical narrative in Isaïe le prophète that renders Israel the realization of messianic hope after
the trauma of the Holocaust. By closely examining Tansman’s interviews, published writings,
and archival documents—some of which have not previously been consulted—I show how
music written by Holocaust survivors who were composers can illuminate constructions of
Jewish identity in the early postwar period.
Nicolette van den Bogerd is a PhD candidate in musicology at the Indiana University Jacobs
School of Music. Her research centers on how composers have used music to cope with Holocaust
grief and trauma. Much of her work is interdisciplinary, engaging in the areas of trauma studies,
memory studies, Jewish studies, and music and politics, with a special focus on twentieth century
Poland and France. Nicolette has presented at conferences in Europe and the United States, and
she currently serves on the board of the Jewish Studies and Music group at the American Musicological Society.
10:00am-11:30am:
Paper Session: Transformative Spaces: Thinking through Trauma in Classrooms

Jillian Rogers (Indiana University, US)
“There’s Always Time to Talk About Feelings”: Taking a Trauma-Informed Approach to Musicological Teaching & Training
The COVID-19 pandemic, the racial injustices constantly appearing in US news cycles, and the
anti-immigrant rhetoric of the current US administration have created increasingly difficult environments for university students in the United States. Many students in US classrooms are coping with
traumatic events as well as microaggressions based in racism, sexism, ableism, US exceptionalism,
and transphobia—all of which have been fomented through US policy. In recent years, trauma-informed teaching has become a significant methodology in social work education, developed to attend to students who encounter triggering materials. In addition, scholars such as bell hooks and
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Cornel West have argued the importance of vulnerability in response to student’s difficult experiences. Despite these calls for a more care-centered pedagogical approach that acknowledges
students’ feelings, musicologists have not yet theorized how music history classrooms—whether in
person or online—might offer spaces for not only supporting students, but also for teaching students how to support each other and those in their communities.  
In this paper, I explore trauma-informed teaching in the contexts of music history and musicology pedagogy. Drawing on theorizations of trauma-informed teaching alongside considerations
from disability studies, I offer practical advice on bringing this pedagogy into music history classrooms. Utilizing interviews with students who have taken trauma-centered music history courses,
I address the benefits, challenges, and pitfalls of trauma-informed music history pedagogies. This
paper demonstrates that music history—a subject that has long had affective experience at its
core—taught in this manner proffers transformative pedagogies of compassion founded on practicing reflection and dialogue about inequality and difficult life experiences throughout history and in
the contemporary world. My hope is that through teaching students in ways that acknowledge their
feelings, students and teachers increase their emotional intelligence, while also developing their
own care-centered and trauma-informed pedagogical approaches.
Dr. Jillian Rogers is Assistant Professor of Musicology at Indiana University. Jill’s research centers
on music and sound as embodied phenomena, and, in particular, on relationships between music/ sound and how people have historically experienced and coped with trauma. Her interests in
French modernism, affect and psychoanalytic theory, sound studies, and trauma and performance
studies coalesce in her current book project, Resonant Recoveries: Music and Trauma Between
the Wars (OUP 2021). In addition to currently co-editing special issues of Nineteenth-Century Music Review, Revue de Musicologie, and Journal of Musicology, Jill is a founding researcher for the
Sonic Histories of Cork City Project and a co-organizer of this conference.

Marcie Ray (Michigan State University, US)
Centering Survivors in a Feminist Trauma-Informed Musicology Classroom
As many scholars have observed: teaching trauma is not the same as a trauma-informed pedagogy. In this talk, I outline a feminist trauma-informed framework that seeks to provide various ways
to engage with difficult material, invites a critical consciousness with respect to oppressive structures, and encourages students to connect to their broader community. To scaffold discussions,
I use Bonnie Burstow’s work to posit that a traumatized worldview is not distorted, but rather one
that might offer a new way to think about survivors, their strategies to avoid harm, their struggles to
achieve credibility, and their resilience. My students engage with these issues in a number of ways.
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First, we make social, cultural, political, and historical structures visible. In listening journals on
a variety of genres from eighteenth-century cantatas to current popular music, we examine the
tension between words that describe violence and accompanying music that amplifies, evades,
obscures, or makes the words seem ironic and vice versa. We ponder why music might direct our
attention to or away from violence to illuminate what systems or institutions it supports and what
material consequences can follow. Next, I invite students to center survivors as we watch several versions of operatic scenes that stage traumatic encounters. I encourage students to examine how these characters respond to danger to consider the potential constraints and costs of
fight, flight, freeze, and appeasement. Finally, students must create a community engagement
project. They have, for instance, curated concerts in support of survivors of gender-based violence, grappling with the challenge of selecting repertoire that does not reinscribe women’s victimization and sexual shame. Ultimately, with such assignments, we center trauma and survivors
to bear witness to traumatic experiences, to critique constraints, systems, and institutions, and to
take collective action in response.
Marcie Ray is an Associate Professor of Musicology at Michigan State University. She is the author
of Coquettes, Wives, and Widows: Gender Politics in French Baroque Opera and Theater (University of Rochester Press, 2020), which illustrates how composers and librettists transformed
and diminished early feminist literary characters when they adapted them for the French Baroque
stage. Other work appears in American Music, Early Music, and Engaging Students: Essays in
Music Pedagogy.
10:00am-11:30am:
Panel: “Better Be Good to Me”: Narratives of Domestic Violence in American Popular Song
The hashtag movements #BelieveWomen, #MeToo, and #BlackLivesMatter have given rise to a
new era of retroactive truth-telling among women and marginalized groups who have experienced
violence in the domestic sphere. From the dawn of the blues to the electro-pop of the 1980s, popular song tells American stories of violence in the kitchen, in the bedroom, and on the front porch
with raw sadness and anger, creating a space for the untellable to be told, and the unbelievable to
be believed. Through the lens of trauma theory and memoir studies, this collection of essays examines how the medium of American popular music, across multiple genres, has served as a conduit
for communication between women, trans folx, and non-binary individuals in violent and threatening, but mostly private, circumstances. Like pages out of well-hidden diaries, songs about violence
are mini-memoirs that relate the need to survive but the desire to give up; the desire to run but the
need to care-take.
The authors on this panel—also contributors to a forthcoming collection of articles on the
same topic—focus on artists’ shifts in style and method of creative work during and after their escape/release/recovery from violence. Their work represents an array of interdisciplinary
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from the fields of Philosophy, Ethnomusicology, Musicology, and Music Theory, and their contributions here include explorations of songs by Aimee Mann, Bikini Kill, Alanis Morissette, and Sera Cahoone, among others. We also consider when, why, and how women and marginalized Others can
be believed when they have been gaslighted and beaten down both mentally and physically, and the
ways in which American popular music continues to mirror the cultural climate of gender equality.  
Panel moderator Stephanie Jensen-Moulton is Tow Associate Professor of Musicology and American Studies at Brooklyn College, CUNY, where she is also Director of the Hitchcock Institute for
Studies in American Music. Her edition of Miriam Gideon’s 1958 Opera Fortunato was published
with A-R in 2013, and she is co-editor of the Oxford Handbook of Music and Disability (2016). Her
writing on Music and Disability appears in American Music, Music Theory Online, the Journal of
the American Musicological Society, and American Music Review.

Samantha Bassler, (New York University, US)
“Reasons I Drink”: Alanis Morissette, Trauma, and Being an Angry Woman
Alanis Morissette is something of a legend for many millennial women and, perhaps especially,
those of Generation X. Bonnie Dow and Julia Wood name Alanis alongside three other “Gen X poster
girls”: Courtney Love, Winona Ryder, and Janeane Garofalo. Now, because of the 2018 premiere of
the Jagged Little Pill Broadway musical (with a book by writer Diablo Cody), younger generations
are inspired by and relating to her songs. The album-inspired show deals with, among other subjects, women’s position in society, relationships, empowerment, agency, pain, trauma, and anger.
Throughout Alanis’s career, which spans over thirty years and seven albums, Alanis has often been
a voice for women, particularly of a certain socioeconomic status and racial identity. For many, Alanis’s music helped define gender and what being a “woman” could signify. Beyond cis women, since
the debut of her musical, Alanis has gained traction as a queer icon, with lines like “perverted like
me” from her hit song “You Oughtta Know” resonating with many queer people.
In this paper, I investigate several songs in Alanis’s catalog (“You Oughta Know”, “That I
Would Be Good”, “Reasons I Drink”, “Diagnosis”, “Uninvited”, “Guardian”, “Citizen of the Planet”, “Precious Illusions”), drawing attention to Alanis’s influence on women, her relationship to both third
and fourth wave feminisms, and women’s socioeconomic and racial statuses. I argue that through
all of this, a woman’s experience of trauma--and her changing response to it--is vital. In particular,
I focus on Alanis’s evolving response to trauma and abuse, as evidenced on her first major album, Jagged Little Pill through her most-recent release, Such Pretty Forks in the Road.
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Samantha Bassler is Adjunct Assistant Professor of Music at New York University. Her research
interests are in music, disability, theatre, and gender in early modern England, and the reception
history of early English music during the long eighteenth century. With Katherine Butler, Samantha
co-edited Music, Myth, and Story in Medieval and Early Modern Culture (Boydell & Brewer, 2019),
which also contains her most recent essay on music, disability, and gender on the early-modern
stage. Samantha also owns and teaches private music lessons at Stellar Music Space in Brooklyn,
NYC, and is the organist and music director at the Holy Lutheran Church of Flatbush in Brooklyn.

Anna Gotlib (Brooklyn College, City University of New York, US)
The Smile of Claudia Gator: Magnolia, Aimee Mann, and Forgiveness
In Paul Thomas Anderson’s 1999 film “Magnolia,” references to Exodus 8:2 (“And if thou refuse to
let them go, behold, I will smite your whole territory with frogs”) abound. Apart from the scene
where said frogs actually fall from the sky, I suggest that the targets of the verse are not the characters themselves, but their—and, indeed, our--cruelties, fear, weaknesses, and shame, born of
abuse, neglect, unspoken truths, and subsequent traumas. Providing the score for the film’s focus
on childhood traumas and their lifelong consequences, American musician Aimee Mann occupies
the unusual position of also creating some of “Magnolia”’s more significant characters in the form
of musical commentary. I will focus on two of her songs that I take to be central to the film’s moral and psychological narratives: “Save me” (a desperate plea for salvation from one’s own trauma-born brokenness) and “Wise up” (a resigned take on the impossibility of said salvation, and
a glimpse of possibly moving forward). Taking the film’s emplotment and Mann’s accompanying
score, this paper raises, and attempts to address, the following questions: Given the depth and the
prevalence of childhood abuse and neglect, and the traumas of adult-self-destruction that follow,
do we continue to reach out to each other for salvation in an act of what Viktor Frankl called “tragic
optimism,” or do we simply resign to remain as we are, traumatized, alone, broken? And even if it
is impossible to “heal” from our traumas, are we eternally caught in the event horizon of our own
brokenness, convinced that we are neither capable nor deserving of forgiveness, of compassion, indeed of love? This paper critically examines the contribution of Mann’s music to this discourse, and
suggests that perhaps somewhere within our traumas there lies a small, tentative flicker of hope.
Anna Gotlib is an Associate Professor of Philosophy at Brooklyn College CUNY, specializing in
feminist bioethics/medical ethics, moral psychology, and philosophy of law. She received her Ph.D.
in philosophy from Michigan State University, and a J.D. from Cornell Law School. Anna co-edits
the International Journal of Feminist Approaches to Bioethics.  Her work appeared in The Kennedy Institute of Ethics Journal, Journal of Bioethical Inquiry, Journal of Medical Humanities,
Hypatia, and other journals. She also edited two volumes on moral psychology for Rowman and
Littlefield International. In January 2020, Anna was a Fulbright Specialist Scholar at the University
of Iceland.
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Elizabeth K. Keenan (Columbia University, US)

Lauron Kehrer (Western Michigan University, US)

“Daddy’s L’il Girl”: Riot Grrrl and Childhood Sexual Abuse

See Me Now: Awareness and Advocacy Around Domestic Violence in LGBTQ+
Relationships Through Pop Music

In the early 1990s, the punk rock feminist movement riot grrrl emerged as one of the formative elements of third wave feminism, through bands such as Bikini Kill, Bratmobile, and Heavens to Betsy.
The movement’s brash music and self-published zines covered wide-ranging topics, from abortion
rights to ensuring girls had their own space at punk rock shows, and its emphasis on the “grrrl”
translated into a focus on issues that emerged in childhood, including domestic violence and childhood sexual abuse. The movement framed childhood abuse as something that should be spoken
(and even shouted) about, rather than hidden as a source of shame. Nowhere was this more salient than in the music of Bikini Kill, whose lead singer Kathleen Hanna alluded to childhood sexual
abuse in songs such as “Daddy’s L’il Girl” and “Suck My Left One,” and, at live shows, performed
spoken-word pieces about childhood abuse. This paper focuses on the relationships between Bikini
Kill’s music and its young fans, and between the band and mainstream rock journalists. While Bikini
Kill fans often wrote in self-published zines about their connection to the band’s music as a means
of processing their own trauma, rock journalists often dismissed the riot grrrl movement’s focus on
childhood sexual abuse as either an overblown issue or, worse, a type of hysteria for middle-class
white girls. Finally, this paper places a special focus on the ways that media reacted to Hanna herself, as a stand-in for all survivors and as a performer. Through a combination of archival research
and song analysis, I will argue that riot grrrl’s emphasis on childhood sexual abuse created a space
for survivors to express a full range of reactions, even within a larger culture that sought to dismiss
them.   
Elizabeth K. Keenan earned her doctorate in ethnomusicology at Columbia University, and is
currently writing a book on popular music and feminism since 1990. She has published articles
in Oxford Handbooks Online, Women and Music, Journal of Popular Music Studies, Archivaria, and Current Musicology, and has a forthcoming chapter on riot grrrl in The Oxford Handbook of Punk Rock. In addition to her academic writing, Rebel Girls, her first young adult novel, was
published on the HarperCollins imprint Inkyard Press in 2019.  

Representations of domestic violence in popular media and in research and treatment protocols
remain largely heteronormative. Yet, according to the CDC, self-identified lesbian, gay, and bisexual
people experienced intimate partner violence, sexual violence, and stalking at equal or higher rates
than heterosexuals (Walters et al. 2013). Most scholarship has focused on heterosexual male offenders and heterosexual female victims which excludes not only female on male violence but also
violence between people of the same gender, transgender and non-binary people, and myriad other
non-heterosexual relationship configurations. Further, while some LGBT centers nationally offer
support to survivors, there are only a few organizations dedicated specifically to providing resources for survivors or perpetrators of domestic abuse within LGBTQ+ communities, whose experiences are compounded by homo- and transphobia.
Pop songs can play a part in increasing awareness, advocacy, and representation around LGBTQ+
intimate partner violence. In this paper, I look at three recent songs by LGBTQ+ artists that address
intimate partner violence in same-gender relationships: Tom Goss’ “La Bufadora” (2019); Lenny
Gerard’s “Feel Me Now” (2017); and Sera Cahoone’s “Ladybug” (2017). These songs and/or their
accompanying music videos challenge assumptions about domestic violence as only a heterosexual issue and present fictional or real cases within LGBTQ+ contexts. The artists not only raise
awareness about how domestic violence effects these communities, but in some cases also use
their platform to direct survivors to resources or to direct resources (proceeds) to organizations
providing support specifically to LGBTQ+ survivors. Nevertheless, wrapping stories about domestic
violence in, for example, an EDM package (Gerard’s song) has its limits – musical stylistic choices
can contradict or even undermine the messaging of a song, especially when visual images are not
present. This paper considers both the possibilities and the limits of advocacy through these three
songs.  
Dr. Lauron Kehrer is Assistant Professor of Ethno/Musicology in the School of Music at Western Michigan University. Her research focuses on the intersections of race, gender, and sexuality
in American popular music, especially hip-hop. She has published articles on queer identity and
women’s music, Macklemore, and Beyoncé in the journals American Music, the Journal of the
Society for American Music, and Popular Music and Society, respectively. Her current book project, Queer Voices in Hip-Hop: Cultures, Communities, and Contemporary Performance (under
contract with the University of Michigan Press, Tracking Pop series) examines the work of queer
and trans artists in hip-hop.
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12:00pm-1:30pm:
Paper Session: Expressing Trauma through Ritual and Spirituality

Napakadol Kittisenee (University of Wisconsin-Madison, US)
Buddhist Ode to National Liberation: Liturgy of Wars and Atrocities
Buddhist mantra recital and songs soothe the living and the dying (Walker 2018) from individual
suffering. This paper seeks to identify the more collective Buddhist liturgy as an under-recognized
genre. By examining Buddhist odes in the wake of wars and atrocities presented in Cambodia, Laos,
Central and Northern Thailand (Lanna), I argue that this liturgical practice commonly evokes socio-political temporality with the reference to anecdotal Buddhist texts and commentaries which
in turn creates historical actuality. Inspired by Ly (2019)’s framework on the site/sight of trauma
emerging from Cambodian visual culture, this paper therefore thrives to capitalize the nuances
that Buddhist odes generates for collective healing. Besides presenting the research, I also aim at
demonstrating these melodies of liberation.
Napakadol Kittisenee is a Thai anthropologist and a historian of Theravada Buddhism. He has
conducted extensive field research in Cambodia, India, Thailand, Laos and Myanmar. After a decade-long engagement with Dhammayietra, the peace walk in the spirit of late Maha Ghosananda,
Napakadol is currently pursuing a doctoral degree in history at the University of Wisconsin-Madison.

Martin Greve (Orient-Institute Istanbul, Turkey)
Musical Expression within the Traumatized Society of Dersim (Central Eastern
Anatolia)
This paper deals with both traditional and contemporary ways of musical expression in the area
of Dersim / Tunceli (central-eastern Turkey) together with theoretical reflection on the research.
The recent history of Dersim witch is mainly inhabited by ethnic and religious minorities, is a sequence of terror, including the genocide on Armenians in 1915, massacres committed by the Turkish army in 1937/38, forced exile of thousands of people to western Anatolia (1938-1947) and the
destruction of villages as part of the war against the Kurdish PKK in the 1990s. Assimilation politics of the Turkish state suppressed the local languages Zaza and Kurdish, and until today its traditional religion of Alevism is not officially recognized. Numerous inhabitants of Dersim preferred to
migrate to Europe.
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Until the mid-twentieth century, feelings of pain where dealt with mainly by two traditions.
On the one hand the regional religion of Alevism, in particular the ceremony of cem offered 'therapeutic' help. Collective crying and shading tears during some of the songs was widely expected. On
the other hand, the popular tradition of laments relieved survivors. However, both traditions almost
disappeared meanwhile.  
Field research in Dersim and among its diaspora faces a highly traumatized society, which
rises a number of theoretical and methodological questions: In Dersim the concept of itinerant
dervishes together with budela (mad / enlighted men) questions Western concepts of psychical
normality and disease. Jeffrey Alexanders (2012) theory of Social trauma might be helpful. How,
accordingly, is the social trauma constructed in the case of Dersim?  
Recently a highly creative revival movement of (imagined) pre-1938 music took place. Here,
recent theories of post-traumatic growth might be taken into account. However, also questions of
trans-generational transmission of trauma need to be discussed.  
Finally, consequences for applied research together with ethic reflections will should be discussed, including possible ways of cooperation between ethnomusicologists and psychologists.  
Martin Greve is a German ethnomusicologist with a focus on music in Turkey. From 2005 - 2011
he directed the study program of Turkish music at the Rotterdam World Music Academy. From 2011
- 2018, Martin Greve was a research fellow at the Orient-Institut Istanbul. In 2017 he published the
monograph „Makamsiz. Individualization of Traditional Music on the Eve of Kemalist Turkey“. His
latest book “Yeni Dersim Soundunun Oluşumu: Anlatılamazı İfade Etmek” (Expressing the Unspeakable: The Emergence of the New Sound of Dersim), co-authored with Özay Şahin, was published in
2019. Since 2020 he is conducting the research project entitled "Migration, Memory and Musical
Expression. Musical Traditions from Central Western Anatolia in Turkey, Berlin, and Paris."  
12:00pm-1:30pm:
Panel: Listening to Gendered Trauma after World War II
This panel examines female labor and representation in musical responses to the cultural traumas
of World War II in Europe and North America. In nations involved in this global conflict, remembrance of World War II—which includes a vast network of remembrance rituals, Holocaust memorials, war monuments, museums, and military cemeteries—has been hypermasculine, both in terms
of the victims commemorated, and those involved in memorial events. Recent interdisciplinary
scholarship has sought to reassess this balance, particularly revealing how female experiences of
the war and its aftermath can shed new light on cultural trauma.
We contribute to this dialogue by focusing on female lamenters, as both performers and as a
recurring historical trope, in musical representations of trauma. Women are prominent in the history of laments, from the bitter weeping of city goddesses recorded in the Lament for Sumer and
Urim (2000 BCE) to improvised voceri in twentieth-century Corsica. The assignation of this
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“work of pain” (Magrini 1998) to women raises key questions about the subjects as diverse as the
gendered labour of mourning, difficulties in listening to women’s stories of trauma, and the role of
emotion and the body in producing narratives of personal and communal trauma.
The papers on this panel demonstrate how female laments became musical palimpsests
for cultural traumas after World War II. Ariana Phillips-Hutton lays out a conceptual framework
for understanding how lament tropes have become a recognizable sonic marker of trauma in the
West. Two papers by Martha Sprigge and Abby Anderton then explore how this framework was
repurposed within the unique cultural context of the German Democratic Republic. Laments were a
frame for making trauma recognizable and audible for survivors and earwitnesses alike, but also a
means of forgetting and selective remembrance. This panel thus offers both theoretical and historically-grounded approaches to analyzing gendered forms of traumatic expression.

Ariana Phillips-Hutton (University of Cambridge, UK)
Howling Girls: Trauma, Gender, and Sound in Contemporary Laments
From the plangent tones of Ariadne’s ‘Lasciateme morire’ in Monteverdi’s L’Arianna (1608) or
Dido’s ‘When I am laid’ in Purcell’s Dido and Aeneas (1680s) to Lucretia and the female chorus in
Britten’s The Rape of Lucretia (1946), portrayals of women in Western art music (and especially
opera) have often featured laments. Within this frame, these betrayed or abandoned women employ a range of musical techniques in their often devastatingly articulate soundings of personal
and collective trauma. Their virtuosic story-telling conveys the heightened emotions of trauma; yet
outside the aesthetic boundaries of opera, the sonic character of traumatic experience is more likely to be characterized by silence and inchoate or fragmented sounds than by coherent speech or
aesthetically elevated song. Considering this dichotomy prompts the question: what happens when
these more true-to-life sounds of trauma invade the realm of art music?
In this paper I assess the relationship between trauma and incoherent or non-verbal vocal
expression by examining how post-World War II musical works reimagine traumatic experience
through foregrounding and distorting the sounds of female voices. Drawing on the work of Nina
Eidsheim and Judith Butler, I propose that post-World War II representations of trauma and the
lamenting woman within Western art music cast new light on the perception of the audibly traumatised voice as signifying an equally traumatised subjectivity. Furthermore, in focusing on the sonic,
material, and affective character of the voice, composers draw on long-standing tropes connecting
women with the body and emotion as well as echoing gendered stereotypes of emotional labour.
In the face of trauma—an experience frequently framed as ‘unspeakable’—contemporary music
which presents the figure of the female survivor as affectively powerful, yet inarticulate, reinforces
the position of the female voice as non-rational vehicle for individual and collective trauma in the
twentieth century and beyond.
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Ariana Phillips-Hutton is an Affiliated Lecturer in Music at the University of Cambridge. Her research centres on the philosophy, performance, and politics of contemporary music, with particular
interests in violence, conflict transformation, and musical ethics. Recent publications include journal articles in Twentieth-Century Music, Popular Music, and the Journal of the British Academy.
She is also the author of Music Transforming Conflict (Cambridge: Cambridge University Press,
2020) and Associate Editor for the forthcoming Oxford Handbook of Western Music and Philosophy (New York: Oxford University Press, 2021).

Martha Sprigge (University of California, Santa Barbara, US)
Gendered Lamentations and Cultural Trauma in the German Democratic
Republic
In the German Democratic Republic (GDR), narratives of World War II were controlled by the ruling
Socialist Unity Party. Official commemorative culture celebrated selective political heroes, seemingly leaving no public space for mourning the atrocities of the Holocaust or the shame of national
defeat. Yet by adapting historical memorial frameworks, many composers of East German commemorative music opened up sonic avenues for citizens to process their responses to personal and
cultural traumas after World War II.
This paper examines one such musical template: the female lamenter. On the surface, East
Germany’s public commemorative culture was highly masculinized, breaking from a historical,
cross-cultural lineage that ascribes the labor of mourning to women. But female lamenters were a
recurring trope in commemorative music, and used for both affective and political work. To demonstrate I trace the interlocking manifestations of the lament in Children’s Mass: In Memory of Children Murdered in the Third Reich (1974), for which Tilo Medek wrote the music and his wife Dorothea prepared the text.
The Medeks juxtaposed ancient and contemporary texts of Jewish mothers in mourning
in an effort to personally comprehend the Holocaust as non-Jewish German citizens born during
World War II. When premiered in East Germany their work became imbricated in a public memory
culture that distorted the Nazi past. The lament genre was a means to challenge this narrative and
make audiences bear witness to Jewish trauma and suffering. In later West German performances,
this work became a means of critiquing Holocaust remembrance culture and confronting German
guilt beyond the communist bloc. Since Tilo Medek’s death in 2006, the gendered work of mourning has transformed once again, as his wife and children resituate this musical response to the
Holocaust by maintaining his archive. The Children’s Mass is thus a case study in transgenerational musical witnessing. It demonstrates how personal and collective responses to trauma remained
intertwined and were continually reconfigured through the lament trope.
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Martha Sprigge’s research focuses on musical expressions of mourning, grief, and remembrance
in Germany after World War II. Her book, Socialist Laments: Musical Mourning in the German
Democratic Republic, is forthcoming from Oxford University Press (2021). Other essays on musical
commemorative practices in East Germany appear in the Journal of the Royal Musical Association, the journal Twentieth-Century Music, as well as in recent edited volumes on German music
and culture. She is an Assistant Professor of Musicology at the University of California, Santa Barbara.

Abby Anderton (Baruch College, City University of New York, US)
The Audible Survivor: Women’s Songs as Holocaust Musical Testimony
This paper concerns female Jewish musicians after World War II who gave witness to their experiences of Nazi persecution by performing, recording and preserving songs of the ghettos and
camps. Music’s auditory and affective qualities enabled these survivors to begin voicing their traumas, offering them a rare public platform in postwar Germany. As Zoë Waxman and Atina Grossmann have shown, the content of women’s Holocaust testimonies differ in significant ways from
men’s, often placing special emphasis on topics like familial relationships, friendships, and sexual
violence. These topics can be heard in the music of singers like Afro-German activist Fasia Jansen,
whose mandated labor in the kitchen barracks for the Neuengamme concentration camp served as
motivation for her later career as a political songwriter.
Ultimately, the work of two East Berlin based survivor musicians, Inge Lammel and Lin Jaldati, proved critical for female survivor musicians. A musicologist at the East Berlin Academy of
Arts, Lammel spent over forty years (from 1954 to 1985) creating the first centralized collection of
survivor songs under the purview of her Worker’s Song Archive. She tirelessly recorded and transcribed the melodies and texts from survivors across Europe at a time when there was little public
awareness for preserving these sonic artifacts. While Lammel was creating an archive of survivor
voices, Dutch singer Lin Jaldati was performing hundreds of concerts under the auspices of the
East German State. Her Anne Frank concert program –Jaldati had been friends with the teenaged
diarist and a witness to her final days in Belsen –featured the singer reading from the diary and
performing ghetto songs beside Anne’s photograph. I argue that the East German State amplified
these survivor’s voices in the service of Cold War politics to accuse the West of a criminal silence
regarding its Nazi past.
Abby Anderton is an Associate Professor of Music at Baruch College and the Graduate Center,
City University of New York. Her research interests include post-catastrophic music making, performance and Holocaust testimony, and female composers. Her 2019 book, Rubble Music: Occupying the Ruins of Postwar Berlin (Indiana University Press) examines the capital’s musical culture
immediately after the fall of the Third Reich. Anderton’s work has appeared in the Journal of
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Musicological Research, German Studies Review, and Music & Politics, and she has received
funding from the Fulbright Commission, the DAAD, and the Holocaust Educational Foundation.
12:00pm-1:30pm:
Paper Session: Voice Studies/Trauma Studies

Emily Milius (University of Oregon, US)
Kesha’s Vocal Representations of Trauma and Recovery in ‘Praying’
Kesha has explicitly stated that her 2017 album Rainbow was written as self-therapy in response
to traumatic abuse from her producer, Dr. Luke. In the first ballad of her career, “Praying,” Kesha discusses her struggle and ultimate acceptance of this abuse. My paper explores how Kesha’s voice musically portrays her journey through trauma and recovery. Drawing upon scholarship
in music theory (Malawey 2020; Heidemann 2016; Moore 2012) and trauma theory (Harper 2017;
van der Kolk 2014; Herman 1997), I provide an analysis of vocal timbre and proxemics, showing how
they act as musical representations of her perceived loss of control and feelings of disconnection—
two common trauma symptoms—as well as her large-scale growth in recovery.
In “Praying,” Kesha sings with many different timbres and in multiple registers. An in-depth
timbral analysis shows how these different vocal styles—chest voice, vocal fry, vibrato, belt, breathy
voice, and more—emphasize specific lyrics to portray her perceived loss of control. Throughout
the song, multiple instruments and back-up vocals join the texture as the song builds. Using Allan
Moore’s concept of vocal proxemics, I show how the vocal placement and additional textures portray her feelings of disconnection and her improving ability to connect with others in her recovery.
Over the entire song, Kesha’s voice spans more than three octaves—from D3 to an impressive F6.
She begins the song using her low chest voice, shifts to sing in her middle and upper registers,
and finally sings a whistle-tone F6—so shockingly high that listeners’ reactions can be watched on
YouTube—to begin the final chorus. Overall, this multi-registral journey portrays a large-scale increase in strength during her recovery. In these ways, my analysis shows how Kesha’s voice portrays her trauma and recovery in “Praying.”

Emily Milius is currently working towards her PhD in Music Theory at the University of Oregon.
Previously, she taught Music Theory and Aural Skills at her alma mater, Stephen F. Austin State
University, in East Texas. Her research interests include women and feminism in music, vocal music
and text/music analysis, popular music, and mental health and music. More recently, Emily has also
been very interested in music theory pedagogy, specifically in order to learn and implement ways to
be more actively antiracist and inclusive in the music theory classroom.
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Sasha Drozzina (Purdue Fort Wayne University, US)

Zeynep Bulut (Queen’s University Belfast, Northern Ireland)

IC3PEAK Whispers and Screams po-Russki (in Russian) of Cultural Downfalls
in Russia Today

A Piece of Sustainability

“I’m from a scary Russian fairytale!” shouts Nastya Krestlina from IC3PEAK on their 2018 record Skazka (Fairytale). The experimental electronic duo position themselves as an “audiovisual
terror” project. IC3PEAK started singing almost exclusively in Russian since their third studio record Sweet Life (2017). Nastya explains: “There was a desire for dialogue with my own generation
that happened, and in my native language—it erases distance” (2017). This decision reflects rising
nationalism in Russia since 2012 (Biasioli 2020) and runs parallel to anti-Putinism in Russian rap
(Ewell 2017). In 2018 the band’s activity caught the eye of the authorities and concerts were constantly disrupted by law enforcements (Examples 1–2), resulting in lingering paranoia and social
anxiety for the band, now living in Russian countryside.   
I demonstrate how IC3PEAK communicates their traumatizing despair caused by living
conditions in Russia today through deconstruction of their songs, texts, and videos. IC3PEAK’s
music references ongoing Russian socio-political issues—critiquing Putin’s eternal regime in
“Death No More,” suppression of individual and democratic rights in “Marching,” domestic violence
in “Boo-Hoo”—accompanied by grim videos that are immensely popular (see Example 3). Nastya draws on a wide range of vocal techniques: from whispers and chastushka-like recitations to
yelling in verses, while displaying Russian pevuchest’ (“melodiousness”) in bridges and choruses.
Visually the band also draws on Russian folkloric elements: braids peeking out of headscarves and
roundelays in the wilderness, or distorting Soviet imagery (Examples 4–5)—altogether presenting
an emotional personal outcry.   

Sasha Drozzina, from Ventspils, Latvia, received her PhD in Music Theory, along with a minor in
Musicology, at Louisiana State University and graduated in May 2020. Sasha’s dissertation, directed by Inessa Bazayev, is entitled “Schnittke, Gubaidulina, and Pärt: Religion and Spirituality during
the Late Thaw and Early Perestroika,” in which she contextualizes selected works within the 1970s
and 1980s in the late Soviet Union, and discusses the unique religious and spiritual nuances and
compositional techniques within each piece. Sasha has previously presented her research on Russian music and politics internationally (Canadian University Music Society Annual Conference, Society for Music Theory).  
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This presentation will explore the sustainability of life force and speech within the contexts of aphasia and non-verbal voice in experimental music practices. Considering cases of aphasia together
with experimental music practices, the suggestion is to critically reflect on habitual forms of functional speech and encourage an ecological account of voice that probes voice, body and speech
as plastic, as both malleable and resistant, interacting with the physical and social environment.
In light of this suggestion, the presentation will focus on the following: What does the non-fluency
of language and speech imply in the context of aphasia? How may the conceptions of embodied
voice in experimental music tradition—for instance, extended listening, singing and voicing exercises, breath and body work, such as the Deep Listening and Sonic Meditations devised by composer Pauline Oliveros— allow us to review the traumatic experiences of brain damage and loss
of speech? How may the embodied voice expand on the fluency of speech, as well as sustain the
life force and restore the power to speak? Can we probe such musical practices as a therapeutic
experience for healing? I will discuss these questions drawing on the fields of experimental music,
speech pathology, music and health sciences, neuropsychology, neuroscience and philosophy. I
wish to propose concluding the presentation with a 5-minute interactive performance on the theme
of the paper, which will employ speech sounds and bodily movements.

Zeynep Bulut is a Lecturer in Music at Queen’s University Belfast. Her research interests include
voice and sound studies, experimental music, sound and media art, technologies of hearing and
speech, digital media and culture, deaf performance and culture, and music and medicine. She
is currently completing her first manuscript, titled, Building a Voice: Sound, Surface, Skin. Her
articles have appeared in various volumes and journals including Perspectives of New Music,
Postmodern Culture, and Music and Politics. Alongside her scholarly work, she has also exhibited
sound works, and composed and performed vocal pieces for concert, video and theatre. Recently
she has released her debut single, Eclipse, produced by Erdem Helvacioglu (Diffuse Records 2019).
Her composer profile has been featured by British Music Collection. She is sound review editor for
Sound Studies: An Interdisciplinary Journal, and project lead for the collaborative research initiative “Map A Voice.” https://pure.qub.ac.uk/en/persons/zeynep-bulut
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Annelies Andries (Utrecht University, the Netherlands, and University of Oxford, UK)

Shipwreck, Trauma, and Disaster Tourism in Bellini’s Il Pirata

Controlling War Traumas at the Circus, c. 1800

The melodramatic shipwreck opening Vincenzo Bellini’s Il pirata floored London audiences. Critics
praised the lavish production, yet their attention caught on such nautical details as limp sails and
anachronistic cannon fire. Many scholars have considered how innovations in scenic design animated the operas of late Georgian London, but few have considered how theatrical productions appropriated maritime tragedy for operatic display. In this paper, I explore the intersections of trauma
and spectacle at the 1830 London premiere of Il pirata, arguing that the opera did not just move
audiences aesthetically: it also acted as virtual disaster tourism, projecting them into a simulation
of contemporary catastrophe.
In developing these arguments, I draw from scholarship on so-called “dark” tourism as well
as Stephen Wearing, Deborah Stevenson, and Tamara Young’s theories of virtual tourism, a “travel
without physical departure,” a journey “located in the imaginary.” In the opening shipwreck of Il pirata, British audiences were confronted with a spectacular cataclysm that suffused the national
consciousness. It appeared at about the same time that disaster tourism had begun to grip real-life
resort communities; as Alain Corbin has shown, the vicarious enjoyment of shipwrecks was a voyeuristic pastime in seaside resorts. Examining what made the shipwreck a success with the public
clarifies how the traumatic spectacles of opera function, as well as the ways in which opera, like
Gothic fiction and romantic poetry, can act as virtual tourism by transporting audiences to faraway
realms of tragic experience.

In 1809, a curious act was staged in Paris: a deer was being shot at (with empty cartridges) while
placed on a platform alight with noisy pyrotechnics. The animal was not alarmed at all and maintained a heroic calmness. The scene, considered little short of a miracle, became a celebrated
feature of the Parisian and touring shows of Cirque Franconi.
Such animal dressage shows, I argue, provided cultural strategies to help audiences cope
with the threats of the Napoleonic wars and their noisy soundscapes – threats that can be interpreted as ‘traumatic’ in its current understanding. In the early nineteenth century, war noises had
started to receive attention in medical circles for their ability to destabilise a person’s physical
and mental state. While some treatises propose cures, there is little evidence for whether and how
patients were actually treated. Dressage acts and manuals offered a different, tangible solution,
one that could prevent such states: through rigorous training, horses and even naturally timid
deer could be made immune to noisy, war-like environments.  
By showcasing how drills teach men control (of their surroundings but also themselves) and heroism – characteristics also underscored by the march-like music accompanying these shows, these acts further the cause of nineteenth-century militarism. Firstly,
they helped transform the aristocratic portraiture tradition of leaders on horseback in to a popular medium with a wide appeal and dissemination beyond the centres of political power (as the
Cirque Franconi toured the provinces and neighbouring regions). Secondly, they propose that the
military – with its rigorous drills and hero cults – can be a possible antidote to the potentially detrimental (‘traumatic’) impact of war and its noises. Such an emphasis on discourses of control, I
contend, also prepare the scene for explicit considerations of the causes and treatments of trauma
around 1900.  
Annelies Andries is a Visiting Lecturer at Utrecht University and a postdoctoral Fellow at Magdalen
College (Oxford). Her research focuses on how European opera and music theatre developed in the
wake of military conflicts in the decades straddling 1800. Together with Dr. Clare Siviter (Bristol),
she leads the research project ‘Theatre on the Move in Times of Conflict, 1750-1850’, supported
among others by a British Academy\Leverhulme Small Research Grant. She is developing a book
on Napoleonic opera; an article based on this research, titled 'Uniting the Arts to Stage the Nation'
has just been published by Cambridge Opera Journal.
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Stephen Armstrong (Eastman School of Music, US)

Stephen Armstrong is a PhD candidate at the Eastman School of Music, where he is currently
finishing his dissertation “Operatic Mobilities: Italian Opera as Tourist Exchange, 1770–1830.” His
research has been supported by the American Musicological Society’s Holmes / D’Accone Dissertation Fellowship in Opera Studies as well as fellowships from the Eastman School of Music and
the University of Rochester. He has also received grants for research and conference travel from
the AMS, the Music & Letters Trust, and the American Society for Eighteenth-Century Studies. His
articles appear in Women & Music and the Journal of the American Liszt Society.

Anthony Barone (University of Nevada, Las Vegas, US)
Musical Process and Trauma in the Discourses of Wagner’s Ring
The diagnostic category of trauma, explored by Freud in Studies in Hysteria through Beyond the
Pleasure Principle, has in recent decades attracted the attention of humanities scholars such
as Caruth (1996) and Schönfelder (2013), who have theorized and demonstrated its
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operations in prose, drama, and poetry. Trauma in musical works has been examined too, as in Wintle’s touchstone analysis of scenes from Wagner (1992). The present paper builds on the insights
of this literature to analyze specific metaphors of trauma in semantic, gestic, and musical strata
of Wagner’s Ring.
My focus is the conclusion of Siegfried, when Brünnhilde is awakened by Siegfried’s
kiss. The scene modulates between enchantment and brutality: the rite of Brünnhilde’s awakening is followed by a traumatic episode that exhibits dissociation (anticipating Freud and
Breuer’s Studies in Hysteria) and convulsion (anticipating the descriptions of neurologists such
as Charcot). On the musical level, an especially important motivic process unfolds that
has broad implications for an understanding of the Ring.
Composed into Brünnhilde’s trauma are motives that were earlier associated with her father, Wotan, on whom, as Wintle points out, she retains a “quasi-Oedipal dependence.” These
motives first emerged in Die Walküre as orchestral figures accompanying the goddess Fricka and became traumatic signifiers following Fricka’s attack on Wotan’s ego. This trauma becomes intersubjective: these motives of Wotan’s existential terror return in traumatic episodes experienced by other characters in an uncanny musical repetition compulsion. My
analysis connects these trauma motives forward to Brünnhilde’s subjugation in Götterdämmerung, and backward to what I propose is their origin as a specialized rhetorical figure found in Das
Rheingold and even earlier works such as Lohengrin.
Anthony Barone is an Associate Professor of Music at the University of Nevada, Las Vegas. He
specializes in studies of European nineteenth-century music, and has led courses on Richard Wagner, early Romanticism, keyboard literature, and general music history and appreciation at UNLV,
Rutgers University, and Manhattan School of Music. Dr. Barone’s research focuses on the works
of Wagner, but his research and teaching interests and activities extend back to the Baroque and
forward to the early twentieth century, as well as to issues in music history pedagogy. His scholarly work on Wagner and other topics has appeared in Cambridge Opera Journal, Music & Letters, and The Musical Quarterly.
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complex intersections between music and trauma through a consideration of music in Ariel Dorfman’s play Death and the Maiden and Cathy Caruth’s analysis of the play. Dorfman’s play presents
a complex exploration of truth and epistemology in the wake of Pinochet’s regime in Chile, centering its drama around Schubert’s D minor String Quartet, “Der Tod und das Mädchen.” The influential trauma studies scholar Cathy Caruth argues that the string quartet in the play works as a symbol of the paradoxes regarding language, truth, and epistemology that open up between survivors,
perpetrators, and the law. By looking to the rich history of “Death and the Maiden”—as paintings,
poetry, song, string quartet, theater, and film—Cizmic argues that music’s ability to organize relationships between texts, objects, people, and ideologies is a crucial framework for understanding
how music intersects with traumatic experiences.
Maria Cizmic is the author of Performing Pain: Music and Trauma in Eastern Europe (Oxford
University Press). In this work, Cizmic looks to trauma studies in order to analyze the ways in which
music composition, embodied performance, and music in film can be understood to represent
trauma. By focusing on late-20th century composers in Eastern Europe, Cizmic argues that this
generation of composers participated in a broader late socialist culture focused on historical and
cultural memory. Her areas of research and teaching also include 20th-century American experimental and popular music; film music; disability studies; embodied performance, technology, and
mediation. She has published in Twentieth-Century Music, American Music, Music and the Moving Image, and numerous edited collections. Maria Cizmic is currently Associate Professor in the
Humanities and Cultural Studies Department at the University of South Florida.

4:30pm-6:00pm:
Paper Session: Gender and Ethnographies of Institutional Trauma

Anthea Skinner (University of Melbourne, Australia)
‘He had a Rough War’: Trauma in the Australian Army Band Service After
World War II

2:30pm-4:00pm:
Keynote (ASL Interpreter available)

Maria Cizmic (University of South Florida, US)
“Reflections on Music and Trauma in Ariel Dorfman’s Death and the Maiden”
What does music scholarship bring to the trauma studies table? Maria Cizmic takes stock of the
148

At the end of World War II, the Australian Army was in a state of flux. Amid mass demobilisation and
widespread war fatigue, the nation was attempting to build its first standing army, having previously relied on part-time militias and wartime call-ups. The band service for this new army was divided
into two parts, Regimental Bands, which would continue in their previous role as frontline soldiers
and stretcher-bearers, and Command Bands which would be stationed in capital cities to provide
services in those communities, their members shielded from active combat. Keen to recruit experienced military musicians to these high-profile local bands, the army encouraged veterans to stay in
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the band service, however six long years of war and a booming job market meant that few accepted. Those that did were often soldiers who, as a result of trauma experienced during the war, had
found it impossible to reintegrate into civilian society. As a result, Australian Army Command Bands
became a safe-haven for soldier-musicians experiencing Post Traumatic Stress Disorder (PTSD).
They provided the army with experienced, talented musicians, while the army, in turn, provided
them with regular employment, housing and an environment in which colleagues understood
their experiences. Based on interviews with veterans, memoirs and military records, this paper
explores the ways that the army supported traumatised soldier-musicians, and in turn, the ways
their presence affected the post-war band service. It also examines the way surviving veterans have
come to use ‘amusing’ stories from this period – of drunken bandmasters, brawls and accidental
public nudity – to contextualise and explain their own experiences of, and reactions to, trauma.    
Anthea Skinner is an early career researcher with a PhD in musicology from Monash University.
She is also a trained archivist specialising in heritage collections. Anthea works in the Faculty of
Fine Arts and Music at the University of Melbourne where she specialises in military music, disability music and organology. She also plays percussion in the crip-folk band The Bearbrass Asylum
Orchestra.

Alyssa Wells (University of Michigan, Ann Arbor, US)
A Band of Brothers?: Abuse in Drum Corps International
Unofficial rules such as “DFTK = Don’t Fuck The Kids” and “what happens on the bus stays on the
bus” were ubiquitous among members and staff in Drum Corps International (DCI), despite being concealed from outsiders by a fierce sense of fraternity and camaraderie. Promoting of a code
of silence and a culture wherein adult staff must be frequently reminded not to pursue physical
relationships with the members, these rules have only recently been called into question. Many survivors began to speak out against rampant sexual violence, physical and mental abuse, discrimination, and hazing in DCI 2018 following the high-profile case of sexual assault by the Cadets Drum &
Bugle Corps director, George Hopkins. These experiences were previously silenced or construed as
badges of honor or hilarious stories to trade with one another, but they are finally becoming understood as problematic. While the ongoing efforts for reform have caused several monumental changes, questions of how and why this abuse became so commonplace has remained unanswered. This
paper seeks to answer those questions.  
In investigating the role of militarism and masculinity in these ensembles, I reveal how and
why misconduct is normalized. Although former and current corps members are often reluctant to
describe their experiences to outsiders, my status as a “veteran” of the activity allowed me to
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conduct in-depth interviews. These interviews allow me to locate their experiences at the nexus of
research on fraternities, militaries, and trauma. Through careful analysis, I reveal how regimented
conformity and feelings of brotherhood compel members to view deviant behaviors as acceptable. I
conclude with how my research aids activists, alumni, and corps administrators in our mission to
reform the activity.  
Alyssa Wells is a candidate in historical musicology and Rackham Merit Fellow at the University of
Michigan. Her dissertation articulates how marching bands in the United States function as forces
of social influence through theories of whiteness, masculinity, and militarism. Alyssa’s secondary
research area focuses on composer Hanns Eisler and music festivals in the German Democratic Republic. She completed master’s degrees at the University of Massachusetts Amherst in Musicology
(M.M.) and German and Scandinavian Studies (M.A.), where her work on Eisler received funding
from the German Academic Exchange Service (DAAD).   

Elly Scrine (University of Melbourne, Australia)
Beyond Trauma-Informed Practice: The Role of Music Therapy in a Shifting
Trauma Paradigm
Calls for therapists, social workers, health professionals, and educators to understand the historical, collective, and systemic components of trauma have been led by scholars who urge professionals to better account for the pervasiveness of harm that occurs in ways that are complex or
rendered invisible (Clark, 2016, Menakem, 2017). In the clinical music therapy discipline however,
trauma scholarship in music therapy has predominantly focused on the affordances of music in
ameliorating symptoms of trauma, bypassing unavailable cognitive processes, and working with
the individual to promote experiences of safety. Meanwhile, in the music education context, Hess
(2019) has critiqued the tendency for music to be positioned as a sanctuary for ‘traumatized’ and
‘vulnerable’ youth. This paper builds on these notions, problematizing the ways trauma is positioned as an individual health problem, and articulating the opportunities for music to act as a
site of resistance, rather than resilience. The paper draws on data from a music therapy research
project in a low socioeconomic and highly multicultural high school setting in Melbourne, Australia.
The project examined the role of music therapy for young people exploring gender and power, and
results highlighted the role of music therapy in challenging notions of victimhood and vulnerability,
and connecting trauma to broader structural issues. The paper explicates how music therapists are
especially well placed to respond to a shifting trauma paradigm for three reasons. First, in harnessing the elements of music that create opportunities for predictability, exploration, and expression.
Second, in offering a clinical expertise that accounts for power differentials and the necessity to
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nurture clients’ agency and consent. Finally, that music therapists are uniquely prepared to adapt
to the future of trauma work, if they are prepared to move beyond fantasies of ‘creating safe spaces’ and into fostering resistance.
Dr Elly Scrine is a Registered Music Therapist, a lecturer at the University of Melbourne, and an
electronic artist. Elly’s doctoral research investigated the role of music to explore gender with
young people in high school, and examined how schools in the settler-colonial context function
as a site of power and regulation in young people's lives. With a strong interest in critical theory,
research, and practice frameworks, Elly's academic and clinical work seeks to identify connections between trauma, pathologization, and perceived vulnerabilities, with structural violence and
systemic injustice. Outside of academia and music therapy practice, Elly is an artist and an active
member in the Australian music industry, and is deeply invested in the affordances of music to engender personal, social, and structural change.

4:30pm-6:00pm:
Paper Session: Voicing Cultural Trauma in the 1960s and 1970s

Kristen M. Turner (North Carolina State University, US)
Cultural Trauma and the Importance of Music in the Civil Rights Movements
The iconic image of the American Civil Rights Movement during the 1960s is activists singing Freedom Songs linked arm-in-arm. Music was an organizing tool, an instrument for education, and
a source of unity. Yet, music plays these roles in virtually all political movements. In this presentation, I argue that the black community’s history of responding to cultural trauma with music, when
combined with an uncommon level of institutional support for musical political expression explains music’s unusual importance in the Civil Rights Movement.  
Music was a key component of the curriculum at the Highlander Folk School, the primary
site for Civil Rights workers’ training. Additionally, a cohort of important activists employed the music they spent the summer of 1961 developing and singing together to resist their brutal treatment
at Louisiana’s Parchman Prison in their subsequent work throughout the South. These conditions
alone are not sufficient to explain music’s central role in the Movement, however, as Highlander
encouraged music in other political movements, and protestors often use music to resist jailhouse
conditions. Building on Jeffrey Alexander’s ideas about cultural trauma and Moshe Bensimon’s
work on music, emotion, and protest, I contend that African Americans have long used sacred music as a way to cope with and respond to the cultural trauma of enslavement and racial oppression.
The spirituals and hymns at the core of the Freedom Song repertoire speak to resilience in spite of
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suffering and a longing for liberty. In a movement that was built on the sanctification and public exposure of black people’s suffering, the music that was already a site of a communal conversation
about, and healing from, trauma served the same purpose for activists, who not only lived under
segregation, but also daily faced violent reprisals from white supremacist terrorists and governmental officials.
Kristen M. Turner is a lecturer in the music and honors departments at North Carolina State
University. Her work has been published in the Journal of the Society for American Music and
the Journal of Musicological Research and a number of collected editions, most recently in
the Cambridge Companion to Gershwin (2019) and Carmen Abroad (2020). Working with Lucy
Caplan, she co-edited a special issue of American Studies on the Arts in the Black Press During
the Age of Jim Crow (Fall 2020). In addition to her teaching and scholarship, she hosts the podcast
New Books in Music.

Claire Buchanan (Indiana University, US)
‘We’ve got to get ourselves back to the garden’: Analyzing Woodstock as a
Trauma Response
In spite of taking place during the crux of the Vietnam War, the 1969 Woodstock Music Festival is
commonly portrayed as a purely peaceful event—one that, through music and community, provided a safe haven from the ongoing political unrest in the United States. While the festival was founded upon a desire for a peaceful retreat, a crucial undertone is missing from modern narratives: the
ways in which the Woodstock Music Festival affected and was affected by the cultural trauma instigated by the Vietnam War. While extensive musicological research focuses on the motivations for
creating Woodstock, the festival has yet to be considered through the lens of trauma theory.  
In this paper, I uncover how the collective cultural trauma stemming from the Vietnam War
shaped the musical performances at the Woodstock Music Festival and, in turn, how the festival aided the social construction of this cultural trauma. By applying Jeffrey C. Alexander’s trauma
process theory from his book, Trauma: A Social Theory, to events taking place at the Woodstock
Music Festival, I demonstrate not only the Woodstock’s relationship to the cultural trauma instigated by the Vietnam War, but also analyze how the festival’s overarching aesthetics and musical
performances actively shaped the trauma process. Further, I illuminate how specific soundscapes,
lyrics, and musical depictions of trauma contributed to the trauma narrative by examining two
Woodstock performances: Joan Baez’s “We Shall Overcome” and Jimi Hendrix’s “Star-Spangled
Banner.” My analysis will shed light on the role that the Woodstock Music Festival played in both
reflecting and shaping cultural trauma in the United States in and beyond the late 1960s. Through
this research, I compel readers to rethink existing narratives about the Woodstock Music Festival
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as a solely passive, peaceful event and to consider the palpable collective trauma to which it responded and contributed.  
Claire E. Buchanan is a second-year master’s student in Musicology at Jacobs School of Music, Indiana University Bloomington. Claire’s recent research focuses on the relationships between music
and cultural narratives—particularly as they are portrayed in stage works and music festivals. In
addition, Claire holds interests in popular music studies, musical theatre, music and trauma, and
gender studies. Before studying at Indiana University, Claire graduated from the University of Oregon with a Bachelor of Music degree in Vocal Performance.  

Diana Blom & Pamela Withnall (Western Sydney University, Australia)
Hearing Trauma in Australian Popular Songs of the Vietnam War
The paper discusses evidence of trauma in three Australian popular songs about the Vietnam
War. Each song tells a personal story of this war experience, two in Australian battles, one in an
American battle. ‘Khe Sanh’ (1968) by Don Walker is performed by Cold Chisel, ‘Smiley’ (1969) by
Johnny Young performed by Ronnie Burns and ‘I was only nineteen’ (1983) by John Schumann performed by Redgum. The songs charted at four, one and one respectively.   
The researchers drew on five analysis approaches. The songs were placed historically in
the history of the Vietnam War and in relation to other Australian popular songs about the Vietnam
War. Hirsch’s idea of ‘postmemory’ is discussed because the stories told in the songs are from observations of the experience of others – friends who fought and returned – second-hand experiences of the war experience. There is some autoethnographic thinking about the role of the Vietnam
War and these songs in our lives. An analytical frame developed from folk song, protest song and
popular song research identifies evidence of the war in the lyrics and music revealing historical
features, memories, war tools, war experiences, personal associations and evidence of trauma. The
music was analysed through Moore’s primary domain of melody, harmony, metre and rhythm
and secondary domain, execution, but also drawing on Winter’s work with war monuments and
Beyer’s focus on painting of WW1.  
The three songs tell of trauma left by the Vietnam War experience, taken home and dealt
with back home but passed on to friends and family on their return. Lyrics and music reflect specific aspects of trauma – health issues, PTSD including sound associations, injuries, the death of comrades and the attitude of the population to returning soldiers yet marginalized veterans could relate
to the words of these songs which helped to facilitate healing.  

154

						

Sunday Evening

Diana Blom, composer, keyboard player, teaches music at Western Sydney University. Research
areas include war and music, music education, music and emotion. Diana has co-curated eight
composition/performance/CD projects of new compositions and is co-author of Music Composition Toolbox, a composition textbook. Scores and CDs are published through Wirripang Pty. Ltd.,
Orpheus Music and Wai-te-Ata Press.
Pamela Withnall completed a Diploma of Jazz at the N.S.W. Conservatorium of Music and subsequently worked as a musician in Jazz, Rock, Cabaret and Musical Theatre. She recently completed a Bachelor of Music at Western Sydney University and is currently playing and teaching music.

4:30pm-6:00pm:
Lecture Recital

Mackenzie Pierce (Musicologist, University of Michigan, US), Lucy Fitz Gibbon
(Soprano, Bard College-Conservatory of Music, US), & Ryan MacEvoy
McCullough (Cornell University, US)
Private Trauma and Public Memory in the Art Song of Grażyna Bacewicz,
Tadeusz Zygfryd Kassern, and Zygmunt Mycielski
Although Poland was decimated during World War II and the Holocaust, the impacts of this trauma on Polish music from the early postwar years remain largely unexplored. On the one hand, the
public discourse during this period focused on rebuilding ruined cities and relaunching musical life,
priorities which often sidelined musicians’ grief from the historical record. On the other hand, Polish
compositions that unambiguously engaged with wartime trauma, such as Górecki’s third symphony (1976) or Penderecki’s Death Brigade (1963), were composed long after the war concluded,
suggesting that decades were needed for composers to grapple with its aftermath.
To question this apparent silence during the early post-WWII years, we explore the echoes
of the war in Polish art song composed between 1945 and 1955.We draw on rarely studied archival
sources to illuminate these composers’ lives and compositions, which have yet to receive attention
from scholars or performers.
We suggest that the genre of art song, long situated at the nexus of private and public performance, helped these composers navigate the conflicts between personal traumatic experience and
the demands for a forward-looking public memory of the war. Kassern, a Polish-Jew who survived
the Holocaust in hiding, managed this tension through buried personal and national allusions in
his haunting 1945 Mourning Triptych. Similarly, Mycielski, who survived the war in a German labor
camp, set texts by Czesław Miłosz that questioned the possibility of an ethical artwork, but he kept
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these songs private, unpublished utterances. Finally, Bacewicz, a violinist and composer active in
secret wartime performances, composed songs that focus on apparently mundane details, seemingly sidesteppingthe war altogether. Taken together, these songs call attention to the multifaceted
expressions of trauma in this period, expressions that become audible when heard in relationship
to these composers’ harrowing yet diverse experiences of the war.

Noted for her “dazzling, virtuoso singing” (Boston Globe), soprano Lucy Fitz Gibbon believes that
creating new works and recreating those lost in centuries past makes room for the multiplicity of
voices integral to classical music’s future. As a recitalist Fitz Gibbon has appeared with her husband
and collaborative partner, pianist Ryan McCullough, in such venues as London’s Wigmore Hall; New
York’s Metropolitan Museum of Art, Park Avenue Armory, and Merkin Hall; and Toronto’s Koerner
Hall. She is Interim Director of the Vocal Program at Cornell University and serves on the faculty of
Bard College-Conservatory of Music’s Graduate Vocal Arts Program.
Born in Boston and raised behind the “Redwood Curtain” of northern California, pianist Ryan
MacEvoy McCullough has developed a variegated career as soloist, vocal and instrumental collaborator, composer, recording artist, and pedagogue. Ryan’s music-making encompasses work with
historical keyboards, electro-acoustic tools and instruments, and close collaborations with some
of today’s foremost composers. His longstanding collaborative (and life) partnership with soprano
Lucy Fitz Gibbon has yielded a substantial crop of new art song repertoire, as well as his work in
contemporary ensemble HereNowHear, a commissioning project with pianist Andrew Zhou which
was 2017 recipient of a Fromm Foundation commissioning award.
Mackenzie Pierce is assistant professor of musicology at the University of Michigan, Ann
Arbor. He researches the aftermath of WWII and the Holocaust among Poland’s composers, musicologists, and performers, and he has organized world and US premieres of the works of Roman
Palester and Tadeusz Zygfryd Kassern. His articles appear in venues including 19th-Century Music,
The Journal of Musicology, and The Cambridge Companion to Music and Fascism. He has held
fellowships from the United States Holocaust Memorial Museum in Washington D.C., the Polin Museum of the History of Polish Jews in Warsaw, and the Kościuszko Foundation.
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Lucy Dhegrae
(Friday 11:30-1pm)

Lucy Dhegrae is a singer committed to changing and challenging how vocal music is
perceived, performed and programmed. Hailed as an “adventurous mezzo-soprano” and “raconteur” (The New Yorker) known for her “vocal versatility and an omnivorous curiosity” (The New
York Times), she moves easily between a broad variety of styles, and canbe found “everywhere
new music is being sung” (New York Classical Review). Since 2013 she has been an advocate and
public speaker for the organization RAINN, and recently presented a multi-concert project entitled
The Processing Series, exploring trauma’s relationship to the voice, at National Sawdust (Brooklyn)
as an Artist-in-Residence.

Losing My Voice, Finding My Artistry: Creativity, Healing, and
Post-Traumatic Growth
In 2013, at the outset of my professional career, I was diagnosed with bilateral vocal cord paresis,
which accounted for my sudden inability to sing, burning throat muscle pain, and lack of power in
my voice. My vocal struggles, though acute at this time, were not entirely new: I traced back their
origins to an episode of sexual violence ten years prior that still haunted me. I knew that the trauma was linked to my paresis, and I knew that I could regain my vocal strength if I could process
what happened to me through my singing voice—and not just through my speaking voice. I began a
long process of body inquiry, guided by my understanding of Bessel Van Der Kolk’s book The Body
Keeps the Score and trying dozens of body-based and manual therapies, as well as new singing
teachers. In fall 2019, I premiered The Processing Series at National Sawdust in Brooklyn, which
was the culmination of six years of non-linear, exhilarating, heart-breaking work. Though the fourpart series was interrupted by the pandemic and only two shows premiered on stage, what I gained
in the end was not only my ability to sing—and stronger than ever—but I was now truly an artist:
free of people-pleasing, able to say no and set boundaries, and trusting my intuitive, non-rational
senses—which are creativity; which is healing.
In this talk I will:
Outline my process and the questions, materials, and individuals that guided it;
Talk about my most important breakthroughs (emotional, physical, and artistic);
Show clips of the series premiere at National Sawdust, focusing on a piece I
commissioned from composer Eve Beglarian called She Gets to Decide.
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Laura Brown
(Friday 6-7:30pm)

Soothing the Traumatized Heart: Music, the Polyvagal Model of Trauma, and
Healing of Complex Trauma
Persons who are subjected to repeated, unavoidable trauma, neglect, and disruptions to attachment during their earliest years are likely to develop what is now referred to as Complex Trauma.
Different from classic PTSD, Complex Trauma affects all aspects of a person's interpersonal functioning as well as their relationships with themselves, and their existential and spiritual paths. Many
people with Complex Trauma have adapted neurologically to the inescapable pain of their younger years by freezing and shutting down, going into what is known as the "dorsal-vagal" pattern of
response. But to no one's surprise, one of the paths out of this shut-down, frozen, and sometimes
collapsed place is through music -- in particular, through vocal music. This presentation will introduce the audience to the construct of Complex Trauma, and then take a turn into my personal
experiences as a singer as they have affected my capacity to resonate with the unconscious of traumatized people. I will explore how the integration of singing into psychotherapy can open a pathway
for individuals with attachment wounds to move out of their frozen dorsal-vagal states, tolerate and
soothe themselves as they enter Sympathetic Nervous System (SNS) activation, and finally move
into earned secure attachment, the open-hearted state of the ventral vagal. I will share my "hearts
broken and healing" playlist with the audience, and invite them to sing along as the music plays.
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Laura Brown: I grew up in Cleveland Heights, Ohio where I first became active in
movements for social justice that have shaped the direction of my life’s work. Choosing a career in
psychology over one as a vocalist, I received a B.A cum laude in 1972 from Case Western Reserve
University, and a Ph.D. in Clinical Psychology from Southern Illinois University at Carbondale in
1977. I completed a predoctoral internship in Clinical Psychology at the Seattle Veteran’s Administration Medical Center.
I have served on the faculties of Southern Illinois University, the University of Washington,
and the Washington School of Professional Psychology, and have taught and lectured through the
U.S., Canada, Europe, Australia, Taiwan and Israel. In the early 1980s I hosted one of the first radio
call-in shows by a psychologist.
Everything that I do is motivated by the drive to create social justice, whether it’s the way
that I practice psychotherapy or the manner in which I teach. This principle of infusing social justice
into everything that I do is visible and known to everyone who interacts with me, and is a focus of
the training clinic that I founded. I make the construct of “Tikkun Olam”, the Hebrew term for healing the world, central to my work, teaching my trainees that psychotherapy is Tikkun Olam, one
hour and one life at a time. Thus, I try to inspire by example, and by continuously asking the question, “what is the one small thing that we can do to empower another person.”
The bulk of my scholarly work has been in the fields of feminist therapy theory, trauma
treatment, lesbian and gay issues, assessment and diagnosis, ethics and standards of care in psychotherapy, and cultural competence. I have authored or edited fourteen professional books including the award-winning Subversive Dialogues: Theory in Feminist Therapy as well as more than 150
other professional publications, and have been featured in six psychotherapy training videos.
A Fellow of ten American Psychological Association divisions, the Association for Psychological Science and the International Society for the Study of Trauma and Dissociation, I was awarded
the Diplomate in Clinical Psychology in 1986 by the American Board of Professional Psychology and
am a Distinguished Practitioner and Member of the National Academies of Practice in Psychology.
I have served on the editorial boards of numerous journals, and currently am a consulting
editor for Psychotherapy: Theory, Research, Practice, Training, Trauma Psychology, Ethics and
Behavior, and Journal of Trauma and Dissociation. I am Clinical Professor in the Dept. of Psychiatry and Behavioral Sciences at the University of Washington.
I am a former President of APA Divisions 35 (Society for the Psychology of Women), 44 (Society for the Psychological Study of Lesbian, Gay and Bisexual Issues), and 56 (Trauma Psychology)
and of the Washington State Psychological Association.
I founded, and until June 2015, directed, the Fremont Community Therapy Project, a low-fee
psychotherapy training clinic in Seattle.
In the Fall of 2000, I was the on-site psychologist for the reality show Survivor: The Australian Outback.
In 2003 I took up the study of Aikido, in which I hold the rank of Shodan, or black belt, which I
earned at the age of 64. I now integrate aikido’s principles of open-hearted connection and peaceful
resolution of conflict into my understanding of the therapy process.

163

Maria E. Hamilton Abegunde

Dr. Maria E. Hamilton Abegunde is a Memory Keeper, poet, and ancestral priest in the

(Saturday 10-11:30am)

bodies as sites of memory, and always with the understanding that memory never dies, is subver-

Yoruba Orisa tradition. Her research and creative work respectfully approach the Earth and human
sive, and can be recovered to transform transgenerational trauma and pain into peace and power.
She uses poetic inquiry, contemplative practices, and ritual to explore violence, especially in the
US, Brazil, and South Sudan. As a poet and healer, she uses sound – humming, moaning, breathing
– as one way to help others work through, reconcile, integrate and understand trauma. Dr. Abegunde’s poems have been published in numerous anthologies and journals, including the Kenyon
Review, the Massachusetts Review, and Tupelo Quarterly. Essays are forthcoming in North Meridian Review, FIRE!!!, and the book ASHE: Ritual Poetics in Africa Diasporic Expressivity. She is the
commissioned poet and ritualist for the ancestral masquerade series, including the collaborative
community exhibitions Be/Coming, Keeper of My Mothers’ Dreams, and Sister Song: The Requiem. Dr. Abegunde is the founding director of The Graduate Mentoring Center and a faculty member
in the Department of African American and African Diaspora Studies at Indiana University Bloomington.

“Sing a Song”, It Will Keep You Calm: Prince, Earth, Wind & Fire and
Surviving a Pandemic with a Little Wonder
How can a song or sound (re)connect you to breath? How can both – song and sound expand your breathing so you regain balance and harmony in moments of panic and
disorientation? During these moments, how do you find and follow the longest, loudest, or lowest
note until it resonates you – all of you - into calm? Let us journey together to explore and discover
more. And: Keep Your Head to the Sky…
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Shulamit Ran and the Pacifica Quartet
(Saturday 7-8:30 pm)
Performance and Talk-Back
Glitter, Doom, Shards, Memory - String Quartet No. 3 (2012-2013)
					

Shulamit Ran

I. That which happened
II. Menace
III. “If I perish – do not let my paintings die.”
IV. Shards, Memory

Performed by the Pacifica String Quartet
Simin Ganatra, violin
Austin Hartman, violin
Violist Mark Holloway
Brandon Vamos, cello

Program Notes
My third string quartet was composed at the invitation of the Pacifica Quartet, whose music-making I came to know intimately and admire greatly when they were resident performing artists at the
University of Chicago (1999-2016). The piece was commissioned for Pacifica by Music Accord, Inc.,
Suntory Hall, and Wigmore Hall.
In our early conversations, Pacifica proposed that this quartet might, in some manner, refer
to the visual arts as a point of germination. Probing further, I found out that the quartet members
had special interest in art created during the earlier part of the 20th century, perhaps between the
two world wars.
It was my good fortune to have met, a short while later, while in residence at the American
Academy in Rome in the fall of 2011, art conservationist Albert Albano who steered me to the work
of Felix Nussbaum (1904-1944), a German-Jewish painter who, like so many others, perished in the
Holocaust at a young age, and who left some powerful, deeply moving art that spoke to the life that
was unraveling around him.
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The title of my string quartet takes its inspiration from a major exhibit devoted to art by
German artists of the period of the Weimar Republic (1919-1933) titled “Glitter and Doom: German
Portraits from the 1920s,” first shown at New York’s Metropolitan Museum of Art in 2006-2007.
Nussbaum would have been a bit too young to be included in this exhibit. His most noteworthy art
was created in the last very few years of his short life. The exhibit’s evocative title, however, suggested to me the idea of “Glitter, Doom, Shards, Memory” as a way of framing a possible musical
composition that would be an homage to his life and art, and to that of so many others like him
during that era. Knowing that their days were numbered, yet intent on leaving a mark, a legacy, a
memory, their art is triumph of the human spirit over annihilation.
Parallel to my wish to compose a string quartet that, typically for this genre, would exist as
“pure music,” independent of a narrative, was my desire to effect an awareness in my listener of
matters which are, to me, of great human concern. To my mind there is no contradiction between
the two goals. As in several other words composed since 1969, this is my way of saying “do not forget” – something that, I believe, can be done through music with special power and poignancy.
The individual titles of the quartet’s four movements give an indication of some of the
emotional strands this work explores.
1. “That which happened” (das was geschah) is how the poet Paul Celan referred to the Shoah –
the Holocaust. These simple words served for me, in the first movement, as a
metaphor for the way in which an “ordinary” life, with its daily flow and its sense of sweet
normalcy, was shockingly, inhumanely, inexplicitly shattered.
2. “Menace” is a shorter movement, mimicking a scherzo. It is also machine-like, incessant, with
an occasional, recurring, waltz-like little tune – perhaps the chilling grimace we
recognize from the executioner’s guillotine mask. Like the death machine it alludes to, it gathers
momentum as it goes, and is unstoppable.
3. “If I perish – do not let my paintings die.” These words are by Felix Nussbaum who,
knowing what lay ahead, nonetheless continued painting until his death in Auschwitz in 1944. If
the heart of the first movement is the shuddering interruption of life as we know it, the third movement tries to capture something of what I can only imagine to be the conflicting states of mind
that would have made it possible, and essential, to continue to live and practice one’s art: bearing
witness to the events. Creating music have been, for Nussbaum and for so many others, a way
of maintaining sanity, both a struggle and a catharsis – an act of defiance and salvation all at the
same time.
4. “Shards, Memory” is a direct reference to my quartet’s title. Only shards are left. And memory. The memory is of things large and small, of unspeakable tragedy, but also of the song and the
dance, the smile, the hopes. All things human. As we remember, in the face of death’s silence, we
restore dignity to those who are gone.
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Composer Bio

Performers Bio

Shulamit Ran music has been praised as “gloriously human”; “compelling not only for its white-hot
emotional content but for its intelligence and compositional clarity”; and “she has written with the
same sense of humanity found in Mozart’s most profound opera arias or Mahler’s searching symphonies.”
Shulamit began composing songs to Hebrew poetry at the age of seven in her native Israel. By nine she was studying composition and piano with some of Israel’s most noted musicians,
and within several years was having her early works performed by professional musicians, as well
as orchestras. She continued her studies in the U.S., on scholarships form the Mannes College of
Music and the America Israel Cultural Foundation, and has been awarded most major honors given
to composers in the U.S., including the 1991 Pulitzer Prize for her Symphony. Her music has been
performed worldwide by leading ensembles including the Chicago Symphony, the Philadelphia
Orchestra, the Cleveland Orchestra, the Israel Philharmonic, the New York Philharmonic, the American Composers Orchestra, the Mendelssohn, Brentano, Pacifica, Spektral, and Juilliard Quartets,
Chanticleer, and many others. Maestros Daniel Barenboim, Pierre Boulez, Christoph Von Dohnanyi,
Gustavo Dudamel, Zubin Mehta, Yehudi Menhuin, and others, have conducted her works. She was
Composer-in-Residence with the Chicago Symphony Orchestra between 1990 and 1997, and with
the Lyric Opera of Chicago in 1994-1997 where her residency culminated in the premiere of her first
opera Between Two Worlds (the Dybbuk).
The recipient of five honorary degrees, she is an elected member of the American Academy
of Arts and Letters and the American Academy of Arts and Sciences. Shulamit, who is the Andrew
MacLeish Distinguished Service Professor Emerita in the University of Chicago Department of
Music, where she has taught since 1973, is currently composing Anne Frank, a full-scale opera on a
libretto by Charles Kondek.

Recognized for its virtuosity, exuberant performance style, and often-daring repertory
choices, over the past twenty-six years the Pacifica Quartet has achieved international recognition as one of the finest chamber ensembles performing today. Named the quartet-in-residence
at Indiana University’s Jacobs School of Music in March 2012, the Pacifica was previously the
quartet-in-residence at the Metropolitan Museum of Art and received a Grammy Award for Best
Chamber Music Performance. In 2017, the Pacifica Quartet was appointed to lead the Center for
Advanced Quartet Studies at the Aspen Music Festival and School. Their most recent CD “Contemporary Voices” features works written for the quartet by Pulitzer Prize-winning composers Jennifer
Higdon, Shulamit Ran, and Ellen Taaffe Zwilich, and was nominated for a GRAMMY award this year
for Best Chamber Music Album.
Formed in 1994, the Pacifica Quartet quickly won chamber music’s top competitions,

Photo credit: Valerie Booth
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including the 1998 Naumburg Chamber Music Award. In 2002 the ensemble was honored
with Chamber Music America’s Cleveland Quartet Award and the appointment to Lincoln Center’s The Bowers Program (formerly CMS Two), and in 2006 was awarded a prestigious Avery Fisher Career Grant. With its powerful energy and captivating, cohesive sound, the Pacifica has established itself as the embodiment of the senior American quartet sound.  
The Pacifica Quartet has proven itself the preeminent interpreter of string quartet cycles,
harnessing the group’s singular focus and incredible stamina to portray each composer’s evolution, often over the course of just a few days. Having given highly acclaimed performances of the
complete Carter cycle in San Francisco, New York, Chicago, and Houston; the Mendelssohn cycle
in Napa, Australia, New York, and Pittsburgh; and the Beethoven cycle in New York, Denver, St.
Paul, Chicago, Napa, and Tokyo (in an unprecedented presentation of five concerts in three days
at Suntory Hall), the Quartet presented the monumental Shostakovich cycle in Chicago, New York,
Montreal and at London’s Wigmore Hall. The Quartet has been widely praised for these cycles, with
critics calling the concerts “brilliant,” “astonishing,” “gripping,” and “breathtaking.”  
Recent season highlights include defining performances at Shriver Hall with Marc-André
Hamelin and for the Montreal International String Quartet Academy, as well as appearances on
North America’s major chamber-music series, including concerts in Charlottesville,
Chicago, Dallas, Detroit, Kansas City, and Vancouver.  
An ardent advocate of contemporary music, the Pacifica Quartet commissions and
performs many new works including those by Keeril Makan, Julia Wolfe, and Shulamit Ran, the latter in partnership with the Music Accord consortium, London’s Wigmore Hall, and Tokyo’s Suntory
Hall. The work – entitled Glitter, Doom, Shards, Memory – had its New York debut as part of the
Chamber Music Society at Lincoln Center series.
In 2008 the Quartet released its Grammy Award-winning recording of Carter’s quartets Nos.
1 and 5 on the Naxos label; the 2009 release of quartets Nos. 2, 3, and 4 completed the
two-CD set. Cedille Records released the group’s four-CD recording of the entire Shostakovich cycle, paired with other contemporary Soviet works, to rave reviews: “The playing is nothing short of
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phenomenal.” (Daily Telegraph, London) Other recent recording projects include Leo Ornstein’s
rarely-heard piano quintet with Marc-André Hamelin with an accompanying tour, the Brahms piano
quintet with the legendary pianist Menahem Pressler, and the Brahms and Mozart clarinet quintets
with the New York Philharmonic’s principal clarinetist, Anthony McGill.  
The members of the Pacifica Quartet live in Bloomington, IN, where they serve as
quartet-in-residence and full-time faculty members at Indiana University’s Jacobs School of Music. Prior to their appointment, the Quartet was on the faculty of the University of Illinois at Champaign-Urbana from 2003 to 2012, and also served as resident performing artist at the University of
Chicago for seventeen years.

Photo Credits: Valerie Booth
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Maria Cizmic

Maria Cizmic is the author of Performing Pain: Music and Trauma in Eastern Europe (Oxford

(Sunday 2:30-4pm)

music composition, embodied performance, and film music can be understood to represent trau-

University Press). In this work, Cizmic looks to trauma studies in order to analyze the ways in which
ma. By focusing on late-20th century composers in Eastern Europe, Cizmic argues that this generation of composers participated in a late-socialist culture focused on historical and cultural memory of past traumatic events. Her areas of research and teaching also include 20th-century American
experimental and popular music; film music; disability studies; embodied performance, technology,
and mediation. She has published in American Music and Music and the Moving Image and is
currently Associate Professor in the Humanities and Cultural Studies Department at the University
of South Florida. Dr. Cizmic holds a PhD in musicology from UCLA.

Reflections on Music and Trauma in Ariel Dorfman’s Death and the
Maiden
What does music scholarship bring to the trauma studies table? Maria Cizmic takes stock of the
complex intersections between music and trauma through a consideration of music in Ariel Dorfman’s play Death and the Maiden and Cathy Caruth’s analysis of the play. Dorfman’s play presents
a complex exploration of truth and epistemology in the wake of Pinochet’s regime in Chile, centering its drama around Schubert’s D minor String Quartet, “Der Tod und das Mädchen.” The influential trauma studies scholar Cathy Caruth argues that the string quartet in the play works as a symbol of the paradoxes regarding language, truth, and epistemology that open up between survivors,
perpetrators, and the law. By looking to the rich history of “Death and the Maiden”—as paintings,
poetry, song, string quartet, theater, and film—Cizmic argues that music’s ability to organize relationships between texts, objects, people, and ideologies is a crucial framework for understanding
how music intersects with traumatic experiences.
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Jessica Bachman

Photo Credit: Taylor
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Jessica Bachman is a second year M.A. student in Musicology at Indiana
University’s Jacobs School of Music. Jessica graduated in 2019 with a
B.Mus. in Cello Performance with honors from the University of Northern Colorado. While at UNC, she completed a thesis entitled “Claude
Debussy’s Sonata for Violoncello and Piano: Style, Tradition, Burlesquerie” under the guidance of Professors Janice Dickensheets and Jonathan
Bellman, and has also presented her work at the annual meeting of the
American Musicological Society’s Rocky Mountain Chapter. At IU, she
has contributed to projects such as the companion website to Professor
Jill Rogers’ recent book, Resonant Recoveries: French Music and Trauma Between the World Wars. In addition to French modernism, Jessica’s
interests include public musicology, mid-twentieth century American
music, and digital humanities. In the summers, Jessica works on the
artistic operations team at the Bravo! Vail Music Festival, assisting in the
production of large-scale orchestral and chamber concerts, community
engagement events, and contributing writing for the season’s program
book.

Erin Brooks
Erin Brooks is Assistant Professor of Musicology at the State University of New York–Potsdam. While research interests include opera, film,
gender and sexuality, disability, and urban geography, her current work
on trauma focuses on historical sound studies. At AMS national meetings, she co-organized a panel on trauma studies in 2017 and presented
on sonic trauma in 2018; she has also shared this research at Durham
University and the Royal Musical Association. In addition to forthcoming
work on sonic trauma during France’s l’année terrible, Erin is currently
engaged in a project on sound, trauma, and the polio epidemic and is
one of the co-organizers of this conference.
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Jacqueline Fortier
Jacqueline Fortier is a Ph.D. student in musicology at Indiana University. She is originally from Quebec City, Canada. She studied at Laval
University where she received a B.A. in Musicology (2017) as well an
M.A. in Musicology (2019), under the direction of Dr. Serge Lacasse.
Her master’s thesis focused on an analysis of Kendrick Lamar’s vocal
performance in relation to the narratives in his 2015 album To Pimp a
Butterfly. In 2018, she was awarded the Observatoire interdisciplinaire
de création et de recherche en musique Master’s Research grant. She
presented her work at the 2019 IASMP-Canada conference. Her current
research interests include West Coast hip hop and history, global hip hop
in the 21st century as well as music and trauma.

Michelle Meinhart
Michelle Meinhart is a senior lecturer at Trinity Laban Conservatoire
in London, UK and holds a Senior Fellowship of the UK Higher Education Academy. Her research focuses on sound, memory, narrative and
trauma in Britain from the 19th- century to today, including the edited
volume A Great Divide? Music, Britain and the First World War (Routledge 2021) and the monograph-in-progress Music, Healing, and
Memory in the English Country House, 1914-1919. Her work has been
published or forthcoming in the Journal of the Royal Musical Association, Nineteenth-Century Music Review, the Journal of Musicological
Research, and several edited collections. Her research has been funded
by the US-UK Fulbright Commission, NEH, AAUW, and Music and Letters
Trust. She is also the editor of NABMSA Reviews and is one of the co-organisers of this conference.

Jillian Rogers

Photo credit:
Lindsay Johnson
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Dr. Jillian Rogers is Assistant Professor of Musicology at Indiana
University. Jill’s research centers on music and sound as embodied
phenomena, and, in particular, on relationships between music/
sound and how people have historically experienced and coped with
trauma. Her interests in French modernism, affect and psychoanalytic theory, and studies, and trauma and performance studies coalesce
in her book Resonant Recoveries: Music and Trauma Between the
Wars (OUP 2021). In addition to currently co-editing special issues
of Nineteenth-Century Music Review and Journal of Musicology,
Jill is a founding researcher for the Sonic Histories of Cork City Project and a co-organizer of this conference.
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In addition to thanking and acknowledging the wonderful work of all of our illustrious artists,
conference personnel, panelists, performers, session chairs, and keynote presenters, we are
extremely grateful to the following people for their assistance, funding, and support for this event.
For funding and support for the conference:
Indiana University Presidential Arts & Humanities Program Conference Hosting Grant
For their support of this project:
Halina Goldberg, Chair of Musicology Department, Indiana University Bloomington
The Musicology Department Faculty, Indiana University Bloomington
Norm Hirschy, Oxford University Press
Suzanne Ryan-Melamed
For her assistance in bringing together the artwork in this program:
Elizabeth Claffey, Assistant Professor of Photography, Indiana University Bloomington
For his time and expertise in the recording of the Pacifica Quartet:
Konrad Strauss, Audio Engineering and Sound Production, Indiana University Bloomington
For their assistance in scheduling the conference:
Sara Freuhe, Scheduling Office, Jacobs School of Music, Indiana University Bloomington
Keegan Sheehy, Scheduling Office, Jacobs School of Music, Indiana University Bloomington
For her assistance in hiring personnel for the conference:
Ashley Wright, Payroll, Jacobs School of Music, Indiana University
For their assistance in creating and disseminating the budget for this conference:
Rashul Sartoris, Business Office, Jacobs School of Music, Indiana University Bloomington
Jill Piedmont, Business Office, Jacobs School of Music, Indiana University Bloomington
Phyllis Bond, Business Office, Jacobs School of Music, Indiana University Bloomington
For their assistance with advertising and marketing this event:
Kaylee Davis, Communications Assistant, Jacobs School of Music, Indiana University 			
Bloomington
Melissa Dickson, Executive Director of External Affairs, Jacobs School of Music, Indiana 		
University Bloomington
For their assistance with disability accommodations for this conference:
Frank Epperson, ADA Accommodations Specialist, Indiana University Bloomington
Gary Hanek, Digital Accessibility Specialist, Indiana University Bloomington
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For their IT support before and during the conference:
Gary Curto, Learning Technologies (Classroom & Conference Support), Indiana University 		
Bloomington
Ross Wilkerson, Learning Technologies (Classroom & Conference Support), Indiana
University Bloomington
For his assistance in developing the land acknowledgment for this conference:
Nicky Belle, Director of the First Nations Educational and Cultural Center, Indiana University
Bloomington
Betsy Guinn, designer of this program, is an undergraduate student at Indiana University-Bloomington studying to receive her BFA in Graphic Design. Her anticipated graduation date is December
2021. Betsy is a current student designer and campus general manager for Campus Ink Printing.
In addition to design, Betsy is also an active student leader on campus. Betsy was a Body Image
Coordinator for the Indiana University Body Project and Vice President of Chapter Relations and
Standards for Alpha Chi Omega in the 2018-2019 academic year, the Vice President of Community
Involvement for the Indiana University Panhellenic Council in the 2019-2020 academic year, and is
the current Chapter President of Alpha Chi Omega for the 2020-2021 academic year.
Email: Betsyinfo10@gmail.com
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This project was supported by the
Indiana University
Presidential Arts and Humanities Program
For more information about projects related to this conference visit:
www.musicsoundtraumaconf2021.com
or email musicsoundtraumaconf2021@gmail.com

#musicsoundtrauma2021
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