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Investigations of how people have usedmusic to represent, perform, enact and copewith trauma have
proliferated in the last decade, although these have often focused on post-WorldWar II musicians and
musical phenomena. This work has engaged various methodologies and drawn on myriad bodies of
trauma theory in order to better understand the relationships between music and trauma for
Holocaust survivors, ColdWar- and glasnost-era Eastern Europeanmusicians and civilians and sol-
diers in Iraq. However, despite the growing interest in traumawithinmusic scholarship, scant atten-
tion has been 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.

In this special issue’s introductory essay, we consider why pre-twentieth century musicians and
repertoires have historically not been addressed in scholarly literature. In so doing, we outline the aims
of the issue; review relevant literature in musicology and trauma studies; discuss the benefits and chal-
lenges of applying trauma theory to nineteenth-centurymusic andmusicians and provide readers with
information on this special issue’s collaborative history. Although giving readers afleshed-out overview
of trauma studies from the nineteenth century to present is outside the scope of this article, this intro-
duction nevertheless provides enough background on the status and main ideas of trauma research
from the mid-nineteenth century to present day to facilitate comprehension of how the research show-
cased in this special issue relates to social, historical and political conceptions of trauma.

Madame Talma, wife of the celebrated actor, was confined in the prison with
Madame Roland. She [Madame Talma] says, ‘She [Madame Roland] behaved with

great heroism on her way to the scaffold, but the evening before, she was
uncommonly agitated. She spent the night in playing on the harpsichord; but the air

she struck, and her manner of playing, were so strange, so shocking, and so frightful, that the
sounds will never escape my memory.’1

1 L. Maria Child, The Biographies of Madame de Staël and Madame Roland (Boston: Carter
and Hendee, 1832): 233.
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Every tonewas a testimony against slavery, and a prayer to God for deliverance from chains.
The hearing of those wild notes always depressed my spirit, and filled me with ineffable

sadness. I have frequently found myself in tears while hearing them. The mere recurrence to
those songs, even nowafflicts me; andwhile I amwriting these lines, an expression of feeling

has already found its way down my cheek.2

It is the voice, and it is the music
that links the Present with the Past,

not the pierced heart and wounded side.3

As the quotations above demonstrate, trauma, music and sound have long been
inextricably intertwined in people’s experiences of oppression and violence, as
well as in the aftermath of such experiences. In some instances, as Frederick
Douglass articulated, music contributed to traumatic experience in such a way
that hearing the strains of song once heard in strife could revive the memories
and emotions of an initial trauma. In the wake of trauma, music and sound can
act as powerful mediators not only between past and present – as the case books
from the Holloway Sanatorium and Maria Child’s memoirs suggest – but also
between traumatized people seeking connections with others. These are just
three examples, but there are countless others: in literature, connections between
sound and trauma abound, from Johann Wolfgang von Goethe and Edgar Allan
Poe to George Eliot and Virginia Woolf.4 A handful of scholars have addressed
music and violence, mourning or mental illness in instrumental works of the
long nineteenth century, for instance in Ludwig van Beethoven’s Ninth
Symphony, Hector Berlioz’s Symphonie fantastique and Gustav Mahler’s Second
Symphony.5 In recent years music scholars have also pointed out similar represen-
tations in opera, including inWolfgang AmadeusMozart’sDon Giovanni, Gaetano
Donizetti’s Lucia di Lammermoor and Giuseppe Verdi’s Rigoletto.6 And yet, trauma
studies has remained a little utilized lens for understanding these and other

2 Frederick Douglass, Narrative of the Life of Frederick Douglass: An American Slave
(Boston: Anti-Slavery Office, 1846): 14.

3 Holloway Sanatorium for the Insane Case Books, 1889–1926, London, Wellcome Medical
Library, MSS 5157–5163.

4 Johann Wolfgang von Goethe, The Sorrows of Young Werther (1774), in The Sorrows of
Young Werther and Selected Writings, trans. Catherine Hutter (New York: Penguin, 2013);
Edgar Allan Poe, ‘The Raven’ (1845), in The Raven and other Favorite Poems (New York:
Dover, 1991); George Eliot, The Mill on the Floss (1860), Norton Critical Edition, ed. Carol
T. Christ (New York: Norton, 1994); Virginia Woolf, Mrs Dalloway (1925), ed. Stella
McNichol (London: Penguin, 2018).

5 Susan McClary, ‘Getting Down Off the Beanstalk’, Minnesota Composer’s Forum
Newsletter, January 1987, 4–7; Marianna Ritchey, ‘Echoes of the Guillotine: Berlioz and the
French Fantastic’, 19th-Century Music 34/2 (2010): 168–85; Stephen Rodgers, ‘Mental
Illness and Musical Metaphor in the First Movement of Hector Berlioz’s Symphonie fantasti-
que’, in Sounding Off: Theorizing Disability in Music, ed. Neil Lerner and Joseph N. Straus
(New York: Routledge, 2006): 235–56; Ryan Kangas, ‘Mourning, Remembrance and
Mahler’s “Resurrection”’, 19th-Century Music 36/ 1 (2012): 58–83.

6 Mary Ann Smart, ‘The Silencing of Lucia’, Cambridge Opera Journal 4/2 (1992): 119–41;
Catherine Clement, Opera, Or the Undoing of Women, trans. Betsy Wing, with a foreword by
Susan McClary (Minneapolis: University of Minnesota Press, 1988); Liane Curtis, ‘The
Sexual Politics of Teaching Mozart’s Don Giovanni’, National Women’s Studies Association
Journal 12/1 (2000): 119–42; Elizabeth Hudson, ‘Gilda Seduced: A Tale Untold’, Cambridge
Opera Journal 4 (1992): 229–51; ‘Sexual Violence in Opera: Scholarship, Pedagogy, and
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nineteenth-century musical representations of traumatic events and psychological
suffering.

Mark Micale has called hysteria ‘among the oldest described disorders in the
history of medicine’.7 Similarly, the sociologist Allan Young points out that ‘as
far back as we know, people have been tormented by memories that filled them
with feelings of sadness and remorse, the sense of irreparable loss, and sensations
of fright and horror’. However, it was not until the nineteenth century that the con-
cept of trauma – ‘a new kind of painful memory’ – was defined and developed in
ways that we still recognize today. As Young explains, ‘It was unlike the memories
of earlier times in that it originated in a previously unidentified psychological state,
called “traumatic”, and was linked to previously unknown kinds of forgetting,
called “repression” and “dissociation”’.8 This nineteenth-century notion of trauma
would eventually form the basis for the complex idea of post-traumatic stress dis-
order (or PTSD) in the late twentieth century.

Investigations of how people in the twentieth and twenty-first centuries have
used music and sound to represent, perform and cope with trauma have prolifer-
ated in the last decade. Music scholars have drawn upon various methodologies in
order to better understand the relationships between music and trauma for a vari-
ety of people, including but not limited to Holocaust survivors, Cold War- and
glasnost-era Eastern European musicians, and civilians and soldiers in Iraq.9

However, despite the growing interest in trauma within music scholarship,
music scholars have paid scant attention to relationships between musical phe-
nomena and trauma prior toWorldWar II, even though thewars, revolutions, dis-
placement, slavery and colonialism of the long nineteenth century place these years
amongst the most violent in global history. Moreover, many of the concepts and
practices associated with the development of psychology as a discipline in the
twentieth century are rooted in nineteenth-century thought. Thus, the nineteenth
century is among the most important eras to address when considering music
and sound in relation to trauma.

This special issue examines how people in multiple wartime cultures between
1845 and 1920 used music and sound to articulate, cope with and, in some
cases, produce trauma. We take as our focus music-making during wars of the
long nineteenth century in the United States and France, as well as Britain and
its empire. This concentration permits us to demonstrate the different and also
sometimes similar ways in which traumatic experience inspired and was commu-
nicated throughmusic, or through discourse on sound andmusic. Our focus on the
United States, France and Britain emerged not only becausewe happen towork on

Production as Resistance’, Suzanne G. Cusick and Monica A. Hershberger, convenors,
Journal of the American Musicological Society 71/1 (2018): 213–53.

7 Mark S. Micale, Hysterical Men: The Hidden History of Male Nervous Illness (Cambridge,
MA: Harvard University Press, 2008): 5.

8 Allan Young, The Harmony of Illusions: Inventing Post-Traumatic Stress Disorder
(Princeton: Princeton University Press, 1995): 3.

9 Four recently published monographs investigating relationships between music and
trauma are Amy Lynn Wlodarski, Musical Witness and Holocaust Representation (New York:
Cambridge University Press, 2015); Maria Cizmic, Performing Pain: Music and Trauma in
Eastern Europe (New York: Oxford University Press, 2011); and J. Martin Daughtry,
Listening to War: Sound, Music, Trauma, and Survival in Wartime Iraq (New York: Oxford
University Press, 2015); Jillian C. Rogers, Resonant Recoveries: French Music and Trauma
Between the World Wars (New York: Oxford University Press, 2021).
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repertoires and figures in these locations, but also from our desire to spotlight
regions with complicated histories of conflict and colonial violence. These regions
evidence myriad ways in which trauma was inflicted and experienced, and they
exhibit how traumatic events shaped andwere shaped by ideas of country, gender,
race, class and sexuality. Focusing onmusic and sound in these locations allows us
to establish significant, in-depth connections between traumatic discourse, sonic
experience and musical performance.

Our concentration on 1840 to 1920 is also especially significant, given that this is
the precise time period in which trauma – then called railway spine, hystérie or hys-
teria, amongst other terms – developed and solidified as a medical diagnosis and
socio-cultural phenomenon, primarily in Europe and the United States.10 In fact,
our close examination of ways in which violent experiences left imprints on
minds and bodies in this period reveals how music and sound were foundational
to concepts of trauma as they developed into and then throughout the twentieth
century. Thus, this journal issue foregrounds sound and music as media central
to understanding the cultural forces that shaped the development of trauma as a
concept. In so doing, we draw attention to the importance of music for historians
of psychology, as well as to the substantial role that trauma has played in musical
life in the long nineteenth century.

All the articles in this issue deal with war – a topic rife for the application of
trauma theory. While musicologists have long explored relationships between
music, sound and war, very few studies have drawn upon trauma theory.
Moreover, authors here offer watershed works that address conflicts rarely consid-
ered in musicological research, including the Mexican–American, South African
and Franco-Prussian Wars that Elizabeth Morgan, Erin Johnson-Williams and
Erin Brooks examine, respectively. Musicological interest in the American Civil
War and First World War is more plentiful, but this work nevertheless – with
the exception of Sarah Gerk’s, Jillian Rogers’s and Michelle Meinhart’s articles
and book projects – has not focused on the trauma of these conflicts.11 Gerk’s

10 Young, The Harmony of Illusions, 13–88.
11 Mark M. Smith, Listening to Nineteenth-Century America (Chapel Hill: University of

North Carolina Press, 2001); Peter Cliffe, The Civil War in Music (Nashville: J.S. Sanders,
1999); James A. Davis, Music Along the Rapidan: Civil War Soldiers, Music, and Community
During Winter Quarters, Virginia (Lincoln: University of Nebraska Press, 2014); Sarah
Mahler Kraaz, ed., Music and War in the United States (New York: Routledge, 2019); Don
Tyler, Music of the First World War (Santa Barbara, CA: Greenwood, 2016); Étienne Jardin,
ed., Music and War in Europe: From French Revolution to WWI (Turnhout: Brepols, 2016);
Christina Gier, Singing, Soldiering and Sheet Music in America During the First World War
(Lanham: Lexington Books, 2017); Peter Grant, National Myth and the First World War in
Modern Popular Music (London: Palgrave Macmillan, 2017); William Brooks, Christina
Bashford and Gayle Magee, eds, Over Here, Over There: Transatlantic Conversations on the
Music of World War I (Urbana: University of Illinois Press, 2019); John Mullen, ed., Popular
Song in the First World War: An International Perspective (New York: Routledge, 2019);
Emma Hanna, Sounds of War: Music in the British Armed Forces During the Great War
(Cambridge: Cambridge University Press, 2020); Michelle Meinhart, ed., A Great Divide?
Music, Britain and the First World War (Abingdon: Routledge, forthcoming); Regina
M. Sweeney, Singing Our Way to Victory: French Cultural Politics and Music During the Great
War (Middletown: Wesleyan University Press, 2001); Jane Fulcher, The Composer as
Intellectual: Music and Ideology in France, 1914–1940 (New York: Oxford University Press
2005); Rachel Moore, Performing Propaganda: Musical Life and Culture in Paris During the
First World War (Woodbridge: The Boydell Press, 2018); Glenn Watkins, Proof Through the
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focus on Irish famine immigrants and their descendants during the Civil War is
therefore uncharted territory for music studies. Moreover, Michelle Meinhart’s
piece breaks new ground in its focus on music in a war hospital – particularly one
that specialized in treating shell shock – and Rogers’s article follows in the tradition
of examining awell-known composer’s response towar and the death of loved ones;
though her use of theories of mourning and trauma she presents a new perspective
from which to understand Ravel’s compositional aims and processes.

The articles in this journal issue push back against receivedmusic-historical nar-
ratives of the long nineteenth century, investigating how people’s emotional lives
influenced and were influenced by the political ideologies, armed conflict and
forced incarcerations of numerous wars, as well as the sonic experiences andmusi-
cal practices that these events and ideologies engendered. In this way, each of the
contributors speaks to one of the central aims of this special issue: to explore how
theories of trauma that have emerged in the last 150 years might be used to analyse
repertoires and musical practices of the long nineteenth century. This journal issue
sheds new light on the meaning of music and musical practices specifically in the
contexts of war, while also articulating significant new frameworks for employing
trauma theory in historical studies of music and sound. All of the authors in this
special issue use a ground-up approach in engaging with recent discourse on
trauma within numerous fields. After consulting historical sources, each author
considered which theoretical conceptions of trauma might help to explain the
social and musical phenomena she encountered. As a result, no single theoretical
conception of trauma dominates within this issue. Instead, authors have utilized
myriad conceptions of trauma from psychology, psychoanalytic theory, history,
sociology and musicology.

In ‘Music Making as Witness in the Mexican-American War: Testimony,
Embodiment and Trauma’, Morgan demonstrates how the popular piano music
published during the Mexican–American War (1846–1848) narrated the war’s
events from various different political perspectives. She argues that this sheet
music’s depictions of traumatic events of war – from charging on the battlefield
to suffering physical pain after an injury – gave performers at home opportunities
to simulate those events and imagine vividly the experiences of those on the front
lines of the conflict. By paying attention to the corporeal experience of the pianist in
performing these pieces – a methodology inspired by Maria Cizmic’s and Jillian
Rogers’s work on music and trauma – Morgan concludes that these compositions
provided significant pain-centred counternarratives to the politically charged
media accounts of the war that framed it as a form of anesthetized andworthwhile
violence.12

Gerk’s essay – ‘Songs of Famine andWar: Irish Famine Memory in the Music of
the US Civil War’ – interrogates music as a particularly useful site for expressing
famine memory during the US Civil War (1861–1865). By reviewing accounts

Night: Music and the Great War (Berkeley: University of California Press, 2003). Rogers and
Meinhart in their book projects, do deal with trauma directly. See Rogers, Resonant
Recoveries and Meinhart, Music, Memory, and Healing in the English Country House, 1914–1919,
in progress.

12 Maria Cizmic, ‘Hammering Hands: Galina Ustvolskaya’s Piano Sonata No. 6 and a
Hermeneutic of Pain’, in Performing Pain: Music and Trauma in Eastern Europe (New York:
Cambridge University Press, 2012): 67–96; and Jillian Rogers, ‘Mourning at the Piano:
Marguerite Long, Maurice Ravel and the Performance of Grief in Interwar France’,
Transposition: musique et sciences sociales 4 (2014), https://doi.org/10.4000/transposition.739.
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from the Civil War diaries of Irish-born soldiers, she shows that silence persisted
about the famine, with few people directly connecting the memories of famine
with wartime experience. However, by exploring popular songs from the Civil
War, Gerk shows that Irish famine trauma deeply shaped the musical and emo-
tional lives of nineteenth-century Americans. Utilizing several case studies that
include the popular Civil War-Era song ‘Kathleen Marvourneen’ and bandleader
Patrick Gilmore, Gerk addresses several ways that the grief, displacement and
suffering of Irish immigrants shaped musical life of the US Civil War. Similarly,
contemporary sheet music reveals that some tropes from the famine, such as star-
vation and displacement, retained popularity during the CivilWar. By viewing her
archival sources through trauma studies frameworks provided by Cathy Caruth,
Jeffrey Alexander, Melanie Duckworth, Victoria Folette and others, Gerk’s essay
reveals that music permitted emotional expression without reliance on verbaliza-
tion or narrative, allowing song to be employed as an important mechanism for
coping with not only the Irish famine trauma but also the US Civil War.13

Brooks examines the role of sound in the production of cultural trauma in Paris
during the Commune in ‘Sonic Scars in Urban Space: Trauma and the Parisian
Soundscape during l’année terrible’. Brooks offers a new, sonically oriented reading
of the siege of Paris and the Commune (1870–1871) that parses rich interconnec-
tions between sound, urban space, trauma and memory. Drawing upon memoirs,
siege journals, press coverage and archival materials, she analyses these
nineteenth-century cataclysms via sound studies, cultural memory and trauma
studies. Drawing on the work of Andreas Huyssen and other scholars who have
studied traumatic urban scars as commemorative sites in postmodern cities,
Brooks shows that examining the sonic dimensions of violence reveals the extent
to which the Franco-Prussian war forged similarly fraught Parisian places, such
as the mur des Fédéres and the ruins of the Tuileries.14 In addition, Brooks engages
with Jeffrey Alexander’s work on cultural trauma in order to consider connections
between trauma, collective identity and urban community, ultimately demonstrat-
ing how elements of contemporary theory regarding trauma, war andmemory can
productively inform our understandings of earlier conflicts. Moreover, Brooks
intervenes in scholarship on the history of psychology by reframing Jean-Martin
Charcot’s theories of hysteria as intimately intertwined with the specifically
sonic violence and traumatic aftereffects of the Paris Commune.

In ‘“The Concertina’s Deadly Work in the Trenches”: Soundscapes of Suffering
in the South AfricanWar, 1899–1902’, Johnson-Williams investigates the role of the
concertina in constructing and remembering suffering during and after the South
African War (1899–1902). Drawing upon references to music – particularly the
ubiquitous, anthropomorphized concertina – in the British press and in accounts
of life in concentration camps during the South AfricanWar, Johnson-Williams sit-
uates the use of British military music at the dawn of the twentieth century within
the framework of trauma studies, particularly Vamik Volkon’s concept of ‘peren-
nial mourning’.15 Ultimately, she proposes that the soundscapes of imperial war
were implicitly tinged with traces of physical suffering. She points out that

13 Melanie P. Duckworth and Victoria M. Folette, eds, Retraumatization: Assessment,
Treatment, and Prevention (New York: Routledge, 2012).

14 Andreas Huyssen, Present Pasts: Urban Palimpsests and the Politics of Memory (Stanford:
Stanford University Press, 2003).

15 Vamik Volkan, ‘Not Letting Go: From Individual PerennialMourners to Societies with
Entitlement Ideologies’, in On Freud’s ‘Mourning and Melancholia’, ed. Leticia Glocer Fiorini,
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Afrikaner populations’ physical suffering – both because of and constructed in
British imperial discourse – has continued to shape Afrikaner nationalist music
making, particularly the continual use of the concertina as a complex sonic signifier
of a traumatic colonial past.

In ‘“Unearthly Music”, “Howling Idiots” and “Orgies of Amusement”: The
Soundscape of Shell Shock at Edinburgh’s Craiglockhart War Hospital, 1917–
18’, Michelle Meinhart examines music’s use in therapy for shell-shocked officers
convalescing at the Craiglockhart Hospital in Edinburgh during World War
I. Drawing on concepts of testimony from trauma studies, she argues that music’s
role in The Hydra, Craiglockhart’s in-house magazine, reflects the two approaches
to shell shock treatment employed at the hospital. Reviews in the magazine’s
weekly column ‘Concerts’ point not only to the ‘cure by functioning’ approach pro-
moted by Captain Arthur Brock, which included singing, playing instruments and
listening, but also to literary narratives that reference music in ways that reflect the
Freudian psychotherapy used by Dr W.H.R. Rivers, in which dreams and memo-
ries were explored, discussed and narrated, rather than repressed. In discussing
both of these types of treatments at the hospital, she draws upon theories of
Jean-Martin Charcot, Pierre Janet and Bessel van der Kolk in order to show how
music’s curative properties lay in its visceral ability to physically move the body
and mind.16 Finally, applying Kai Erikson’s and Alexander’s theorizations of col-
lective trauma, Meinhart shows that The Hydra’s testimonies reveal shared cultural
trauma amongst the men in the hospital. These intersections of music with repre-
sentations of shell shock, class and masculinity, she argues, became central to the
cultural memory of the war in Britain.17

In ‘Musical “Magic Words”: Trauma and the Politics of Mourning in Ravel’s Le
Tombeau de Couperin, Frontispice and La Valse’, Rogers argues that Ravel’s post-war
compositions can be understood as musical performances of his traumatic
responses to the war and to his mother’s death. She places primary and archival
sources, such as letters and diaries of Ravel and his peers, in dialogue with early
twentieth-century French sources in psychology and medicine to determine how
Ravel understood trauma. Utilizing Nicholas Abraham and Maria Torok’s theori-
zations of traumatic grief, Rogers reads Ravel’s compositions as bearing ‘magic
words’ – indirect articulations of trauma that manifest when individuals cannot
openly voice their traumatic experiences.18 By studying these pieces in the context
of modernist musical mourning traditions in World War I-era France, she

Thierry Bokanowski and Sergio Lewkowicz (London: International Psychoanalytical
Association, 2007): 90–109.

16 For summary discussion of these turn-of-the-century French theories regarding bodily
movement and trauma treatment, see Ben Shephard, A War of Nerves (London: Jonathan
Cape, 2000), chapter 1 in particular, and Rogers, Resonant Recoveries. For a modern
re-interpretation of this emphasis of the body over the mind, see Bessel Van der Kolk, The
Body Keeps the Score: Brain, Mind and Body in the Healing of Trauma (New York: Viking, 2014).

17 Jeffrey C. Alexander, Trauma: A Social Theory (Cambridge: Polity, 2012); Kai Erikson,
‘Notes on Trauma and Community’, American Imago 48/4 (1991): 455–72.

18 Nicolas Abraham and Maria Torok, The Wolf Man’s Magic Word, trans. by Nicholas
Rand, with foreword by Jacques Derrida (Minneapolis: University of Minnesota Press,
1986); Abraham and Torok, ‘Introjection – Incorporation: Mourning or Melancholia’, in
Psychoanalysis in France, ed. Serge Lebovici and Daniel Widlöcher (New York:
International Universities Press, Inc., 1980): 3–17.
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ultimately argues that Ravel’s post-war compositions demonstrate his resistance to
nationalistic norms requiring the suppression of trauma for the war effort.

In the remainder of this special issue’s introduction,we address several intertwin-
ing histories that serve as important backdrops for the articles that follow. First, we
provide a brief overviewof traumaas a cultural andmedical concept, from its origins
in the mid-nineteenth century to present day. Since numerous historians of psychi-
atry and psychology have already outlined this history – and several of the authors
in this issue address various aspects of it –we focus on presenting readers whomay
be unfamiliar with this historywith the basic historical context for engagingwith the
research presented in this journal issue. Next, we address numerous challenges that
arise when studying pre-twentieth century intersections between music, sound and
trauma, informing our readers of some of the methodological quandaries and lim-
itations thatmusicologistsworking on trauma encounter,while also providing infor-
mation on how these challenges might be navigated. In the process, we demonstrate
why the study of music and sound in relation to trauma in the long nineteenth cen-
tury might be significant and beneficial for historians, musicologists, historical eth-
nomusicologists and sound studies scholars alike. Finally, as we bring this
introduction to a close, we discuss the importance of collectivity and collaboration
in the creation of this special issue. In so doing, we parallel Judith Herman’s and
Kai Erikson’s acknowledgement of the important role that community plays in
addressing cultures of trauma in the past and the present.19

Historicizing ‘Trauma’

Identifying the various nineteenth-century conceptions of trauma and under-
standing how these changed over the course of the century is central to historically
situating the articles in this special issue. Around the middle of the nineteenth-
century, trauma-related conditions such as railway spine and neurasthenia
prompted physiological and psychological inquiry into these conditions’ effects
and causes.20 Doctors tended to understand these illnesses as somatically based,
rather than as psychological illnesses. In the latter part of the century, however,
Parisian experimental psychologists and neurologists such as Charcot and his stu-
dent Janet conducted ground-breaking work on the psychological foundations of
trauma, which they termed hystérie – or hysteria.21 Janet’s work, which combined

19 Judith Herman, Trauma and Recovery: The Aftermath of Violence – FromDomestic Abuse to
Political Terror (New York: Basic Books, 1992): 133–236; Erikson, ‘Notes on Trauma and
Community’.

20 For more on the understandings and treatment of railway spine in the nineteenth cen-
tury, see Young, chapter 1. See also Ralph Harrington, ‘The Railway Accident: Trains,
Trauma and Technological Crises in Nineteenth-Century Britain’, and Eric Caplan, ‘Trains
and Trauma in the American Gilded Age’, both in Traumatic Pasts: History, Psychiatry, and
Trauma in the Modern Age, 1870–1930, ed. Mark S. Micale and Paul Lerner (New York:
Cambridge University Press, 2001): 33–56; 57–77. For more on the history of neurasthenia,
or nerve exhaustion, and its treatments in the nineteenth century, see Shephard, A War of
Nerves, 9–12.

21 Jean-Martin Charcot, Charcot the Clinician: The Tuesday Lessons: Excerpts from Nine Case
Presentations on General Neurology Delivered at the Salpêtrière Hospital by Jean-Martin Charcot,
trans. by Christopher G. Goetz (New York: Raven Press, 1987); Charcot, Lectures on the
Diseases of the Nervous System: Second Series, trans. and ed. by George Sigerson, with an
intro. by Walter Riese (New York: Hafner Publishing Company, 1962); Pierre Janet, The
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neurological, psychological and physiological considerations, differed from that of
Charcot in part through his lack of interest in public displays of hysteria. But his
work portended a more significant contribution to current-day psychology
through his development of the idée fixe – a ‘fixed idea’ or traumatic memory
that became stuck in the minds of people who had experienced traumatic events
that overwhelmed their emotions – as well as his advocacy of talk therapy as a
means to help people process traumatic memories.22 Freud, another student of
Charcot, is similarly significant in the history of psychological responses to trau-
matic experiences. Freud established the multi-levelled nature of consciousness
and emphasized the interpretation of dreams and articulation of unconscious
desires in his patients. In addition, he posed extensive inquiry into hysteria, focus-
ing largely on female patients until the interwar period, when he began to consider
the ‘compulsion to repeat’ in children and soldiers.23

As trauma studies scholars such as Micale, Young, Elaine Showalter and Van
Der Kolk have shown, hysteria and traumawere largely considered to be feminine
ailments in the nineteenth and early twentieth centuries.24 This construction of
trauma as feminine persisted despite the facts that 1) men throughout history
have exhibited symptoms of traumatic experience; 2) Charcot diagnosed ‘hysteria’
in men at his practice; and 3) a growing number of men in Britain in the 1890s were

Mental State of Hystericals: A Study of Mental Stigmata and Mental Accidents, trans. by Caroline
Rollin Corson, with a preface by Jean-Martin Charcot (New York: G.P. Putnam’s Sons, 1901);
Janet,Névroses et idées fixes, vol. 1, 3d ed. (Paris: Librairie Félix Alcan, 1914); F. Raymond and
Pierre Janet, Névroses et idées fixes, vol. 2 (Paris: Félix Alcan, 1898). For more on the history of
Charcot’s and Janet’s contributions to trauma studies, see Young,Harmony of Illusions, 13–42;
Herman, Trauma and Recovery, 10–20; Ruth Leys, Trauma: AGenealogy (Chicago: University of
Chicago Press, 2000), 83–119; Christopher G. Goetz, Michel Bonduelle and Toby Gelfand,
Charcot: Constructing Neurology (New York: Oxford University Press, 1995); Bessel A. van
der Kolk, Paul Brown and Onno van der Hart, ‘Pierre Janet on Post-Traumatic Stress’,
Journal of Traumatic Stress 2 (October 1989): 365–78.

22 Van der Kolk, Brown and Van der Hart, ‘Pierre Janet on Post-Traumatic Stress’; Onno
van der Hart, Paul Brown and Bessel A. van der Kolk, ‘Pierre Janet’s Treatment of
Post-Traumatic Stress’, Journal of Traumatic Stress 2/4 (1989): 379–95.

23 Sigmund Freud and Joseph Breuer, Studies in Hysteria, trans. Nicola Luckhurst, with
an introduction by Rachel Bowlby (New York: Penguin Books, 2004); Freud, ‘The
Interpretation of Dreams’ (1900), in The Freud Reader, ed. Peter Gay (New York: W.W.
Norton, 1989): 129–41; ‘Fragment of an Analysis of a Case of Hysteria (“Dora”)’ (1905), in
The Freud Reader, 172–238; ‘The Unconscious’ (1905), in The Freud Reader, 572–38; ‘Three
Essays on the Theory of Sexuality’ (1905), in The Freud Reader, 239–92; ‘Notes Upon a Case
of Obsessional Neurosis (“Rat Man”) and Process Notes for the Case History’ (1909), in
The Freud Reader, 309–50; ‘On Dreams’ (1911), in The Freud Reader, 143–172; ‘Mourning
and Melancholia’ (1917), in The Freud Reader, 584–88; ‘Beyond the Pleasure Principle’
(1920), in The Standard Edition of the Psychological Works of Sigmund Freud, trans. and ed.
James Strachey, vol. 18 (London: Hogarth Press, 1955): 3–66; ‘The Ego and the Id’ (1923),
in The Freud Reader, 628–660. For more on Freud’s relationship to the development of trauma
theory, see also Herman, Trauma and Recovery, 11–20 and Leys, Trauma, 18–40.

24 Micale, Hysterical Men; Young, The Harmony of Illusions, 19–20; Herman, Trauma and
Recovery, 10; Elaine Showalter, The Female Malady: Women, Madness and English Culture,
1830–1980 (New York: Pantheon Books, 1985); Bessel A. Van der Kolk, Lars Weisaeth and
Onno van der Hart, ‘History of Trauma in Psychiatry’, in Traumatic Stress: The Effects of
Overwhelming Experience on Mind, Body, and Society, ed. Bessel A. Van der Kolk, Alexander
C. McFarlane and Lars Weisaeth (New York: Guilford Press, 2007): 47–76.
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recognized as being afflicted by ‘nerves’.25 In part, this gendered understanding of
trauma was due to the large number of women who sought (or who were forced
into) treatment for depression, ‘hysteria’ and other mental illnesses in the nine-
teenth century, leading many psychologists to associate femininity with madness,
irrationality and emotionality, often without considering the negative effects of the
misogynistic social circumstances in which these women lived.26 Freud offers an
extreme example of psychologists’ disavowal of the violence of women’s everyday
lives: around the turn to the twentieth century, after noticing over previous
decades how frequently young female patients recounted sexual abuse, he denied
the truthfulness of his female patients’ widespread accounts of sexual abuse. He
attributed their testimonies to women’s unconscious sexual desires, rather than
to their real-life experiences of sexual violence.27 Indeed, this gendering of trauma,
especially at a timewhen femininitywas alignedwithweakness, led towidespread
silencing of traumatic experiences, not only by women and men who had experi-
enced difficult life events, but also from the psychologists who treated them.

Nineteenth-century trauma discourse intersects with discourses of degeneracy,
class, homosexuality, disability, nationality, biology and race, making understand-
ing contemporary conceptions of trauma important not only in the history of psy-
chology, but also within larger social, cultural and artistic histories of the
nineteenth century. Traumatic symptoms were pathologized, much in the same
way – and often via evolutionary thought – as many other social identities were
at the time.28 These conceptions of trauma, race, homosexuality, class and

25 For discussion of Charcot’s work with ‘hysterical men’ as well as diagnoses of nervous
disorders in men in Britain in the 1890s, see Micale,Hysterical Men and Ben Shephard, AWar
of Nerves, 7–9. Unsurprisingly, in addition to the growing pressures of modernity and urban-
ization, the ‘newwoman’was also blamed for the onset of these traumatic neuroses in men –
a condition brought on by the threat to masculinity and gender norms these untraditional
women posed, and a condition that itself was believed to effeminize men.

26 For more on socially constructed links between femininity and madness, see
Showalter, The Feminine Malady; for more on Freud’s denial of the widespread nature of
women’s experiences of rape and other forms of sexual abuse, see Herman, Trauma and
Recovery, 18–20. Freud’s (and his contemporaries’) treatments for ‘hysterical’ women has
sparked interest in the public imagination quite recently, due to brief reference to them in
the fourth episode of the third series of The Crown, ‘Bubbikins’, in which Princess Alice
(mother of Prince Philip, the Duke of Edinburgh), describes to a reporter her own experience
of being treated for hysteria by Freud. The storyline has prompted further inquiry in the
press into the veracity of the story, which is largely true. For example, See Michael
S. Rosenwald, ‘Fact-checking “The Crown”: Did Sigmund Freud mistreat Prince Philip’s
mother after a mental breakdown?’ The Washington Post, 23 November 2019, www.washing-
tonpost.com/history/2019/11/23/fact-checking-crown-did-sigmund-freud-mistreat-prince-
philips-mother-after-mental-breakdown/ and Adrienne Westenfeld, ‘The Crown Hints that
Princess Alice was Treated by Sigmund Freud: The Full Story is Incredible’, Esquire, 21
November 2019, www.esquire.com/entertainment/tv/a29849066/princess-alice-sigmund-
freud-true-story-the-crown-season-3/.

27 Freud, ‘Fragment of an Analysis of a Case of Hysteria (“Dora”)’. For more information
on Freud’s shift in thinking, see Herman, Trauma and Recovery, 13–20. Leys also discusses this
period in Freud’s thinking in Trauma, 18–40.

28 Bennett Zon, Evolution and Victorian Musical Culture (Cambridge: Cambridge
University Press, 2017); Lynda Nead, Myths of Sexuality: Representations of Women in
Victorian Britain (London: Wiley-Blackwell, 1988); Amanda Anderson, Tainted Souls and
Painted Faces: Rhetoric of Fallenness in Victorian Culture (Ithaca, NY: Cornell University
Press, 1993, repr. 2018); Judith Peraino, Listening to the Sirens: Musical Technologies of Queer
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disability were shaped by patriarchal structures that constructed people of non-
dominant populations – non-white people, women, people who expressed same-
sex desire, people of the working classes and disabled people, among others – as
requiring containment and protection within urban, industrial and capitalist
nation states, often within larger empires. The essays in this issue foreground
and carefully address these relationships. Both Johnson-Williams and Meinhart
consider how hegemonic patriarchal class structures shaped understandings of
traumawithin imperial Britain, while Rogers investigates howmasculinity shaped
traumatic expressions inWorldWar I-Era France. In addition, Morgan explores the

Identity from Homer to Hedwig (Berkeley: University of California Press, 2005); Michel
Foucault, The History of Sexuality, vol. 1: An Introduction (New York: Vintage, 1990);
Michaela Koch, Discursive Intersexions: Daring Bodies Between Myth, Medicine, and Memoir
(Bielefeld: Transcript, 2017); Jemma Tosh, Perverse Psychology: The Pathologization of Sexual
Violence and Transgenderism (London: Routledge, 2014); Celia Robert, ‘Medicine and the
Making of a Sexual Body’, in Introducing the New Sexuality Studies, ed. Steven Seidman,
Nancy Fischer and Chet Meeks (London: Routledge, 2007): 81–9; P.J. McGann, ‘Healing
(Disorderly) Desire: Medical-Therapeutic Regulation of Sexuality’, in Introducing the New
Sexuality Studies, 365–76; Christopher Grant Kelly, ‘Therapeutic Institutions’, in Introducing
the New Sexuality Studies, 377–81; Rana A. Hogarth, Medicalizing Blackness: Making Racial
Difference in the Atlantic World, 1780–1840 (Chapel Hill: The University of North Carolina
Press, 2017); Suman Seth, Difference and Disease: Medicine, Race and the Eighteenth-Century
British Empire (New York: Cambridge University Press, 2018); Erin O’Connor, Raw
Material: Producing Pathology in Victorian Culture (Durham: Duke University Press, 2000);
Candace Ward, Desire and Disorder: Fevers, Fictions and Feeling in English Georgian Culture
(Lewisburg: Bucknell University Press, 2007); Todd Lee Savitt, Race and Medicine in
Nineteenth- and Early-Twentieth-Century America (Kent: Kent State University Press, 2007);
Mitchell B. Hart, ed., Jews and Race: Writings on Identity and Difference, 1880–1940
(Waltham: Brandeis University Press, 2011); Urmi Engineer Willoughby, Yellow Fever,
Race, and Ecology in Nineteenth-Century New Orleans (Baton Rouge: Louisiana State
University Press, 2017); Katherine Paugh, The Politics of Reproduction: Race, Medicine and
Fertility in the Age of Abolition (Oxford: Oxford University Press, 2017); Michael
A. Osborne, The Emergence of Tropical Medicine in France (Chicago: University of Chicago
Press, 2014); Jessica Howell, Exploring Victorian Travel Literature: Disease, Race and Climate
(Edinburgh: Edinburgh University Press, 2014); John Rankin, Healing the African Body:
British Medicine in West Africa, 1800–1860 (Columbia: University of Missouri Press, 2015);
Natalia Molina, Fit to Be Citizens? Public Health and Race in Los Angeles, 1879–1939
(Berkeley: University of California Press, 2006); John Raymond Mckiernan-González,
Fevered Measures: Public Health and Race at the Texas–Mexico Border, 1848–1942 (Durham:
Duke University Press, 2012); Richard McMahon, The Races of Europe: Construction of
National Identities in the Social Sciences, 1839–1939 (London: Palgrave Macmillan, 2016);
Noelle Gallagher, Itch, Clap, Pox: Venereal Disease in the Eighteenth-Century Imagination
(New Haven: Yale University Press, 2018); Alan W. Bates, The Anatomy of Robert Knox:
Murder, Mad Science and Medical Regulation in Nineteenth-Century Edinburgh (Brighton:
Sussex Academic Press, 2010); Warwick Anderson, The Cultivation of Whiteness: Science,
Health and Racial Destiny in Australia (New York: Basic Books, 2003); Health, Hygiene and
Eugenics in Southeastern Europe to 1945, ed. Christian Promitzer, Sevasti Trubeta and
Marius Turda (Budapest: Central European University Press, 2011); Pamela Gilbert,
Cholera and Nation: Doctoring the Social Body in Victorian England (Albany: State University
of New York Press, 2008); Jennifer Esmail, Reading Victorian Deafness: Signs and Sounds in
Victorian Literature and Culture (Athens: Ohio University Press, 2013); Rosemarie Garland
Thomson, Extraordinary Bodies: Figuring Physical Disability in American Culture and
Literature (New York: Columbia University Press, 1997); Ylva Söderfeldt, From Pathology to
Public Sphere: The German Deaf Movement, 1848–1914 (Bielefeld: Transcript, 2013).

13Theorizing Trauma and Music in the Long Nineteenth Century

https://doi.org/10.1017/S1479409822000039 Published online by Cambridge University Press

https://doi.org/10.1017/S1479409822000039


gendered nature of the piano parlour music that conveyed trauma during the
Mexican–American War.

The labelling of trauma as an identifiable condition in the second half of the
nineteenth century was also bound up with concerns about modernity and its
attendant changes in notions of selfhood and memory. As Young has underlined,
the discovery of trauma as a diagnosable condition, as a recognizable malady that
can be treated clinically, ‘revised the scope of two core attributes of the Western
self, free will and self-knowledge – the capacity to reflect upon and to attempt to
put into action one’s desires, preferences, and intentions’.29 Thus, in this formula-
tion, the ‘discovery’ of traumawas fundamental to the fashioning of notions of the
modern self.

The First World War continued to further relationships between trauma, mem-
ory and the emergence of a modern sense of self, as Paul Fussell noted in his land-
mark study of the conflict.30 The mass violence that World War I brought to
millions of soldiers and civilians across the globe prompted new inquiry into the
causes and symptoms of trauma. In many ways these investigations built upon
and in some instances revised nineteenth-century conceptions of trauma.
Neurologists and physicians in Britain and France developed conceptions of mili-
tary trauma that they referred to by a host of different names, with ‘shell shock’,
commotion, and névroses de guerre chief among these. Although names and defini-
tions of war-related psychological conditions varied enormously within and across
national boundaries, many scientists and physicians sought the answer to the ques-
tion ofwhat causedwar neuroses:was it the underlying cause physical injury, hered-
itary predisposition, a lack of courage on the part of soldiers, or some combination of
all of these?31 Many people remained silent about the effects that the war’s violence

29 Young, Harmony of Illusions, 4.
30 Paul Fussell, The Great War and Modern Memory (Oxford: Oxford University Press,

1975; 2nd edition 2013). Samuel Hynes further explicates this position. Hynes, A War
Imagined: The First World War and English Culture (London: Macmillan, 1991). Jay Winter
counters this position’s emphasis on modernity, arguing that many artistic and cultural rep-
resentations of the war mine nineteenth-century artistic and cultural forms. See Sites of
Memory, Sites of Mourning: The Great War in European Cultural History (Cambridge:
Cambridge University Press, 1995). For how this debate plays out in terms of music in
Britain during the war see Meinhart, ed. A Great Divide.

31 Given the significant numbers of men who were traumatized by their experiences at
the fronts, in Britain ‘shell shock’ was the most significant arena in which this inquiry
took place. There were various theories of shell shock, though, which developed as the
war went on, ranging from belief that it was caused by a physical blow to the nervous system
when men were near explosions; to malingering; to exhaustion and stress from constant fear
and conditions in the trenches; towitnessing mass, and often gruesome, deaths of comrades.
For more on the history of shell shock as a diagnoses in Britain, including innovative doctors
and the establishment of different types of shell shock, ranging fromhysteria to neurasthenia,
and their treatments, see Peter Leese, Shell Shock: Traumatic Neuroses and the British Soldiers of
the First World War (London: Palgrave Macmillan, 2002; repr. 2014); Fiona Reed, Broken Men:
Shell Shock, Treatment and Recovery in Britain 1914–1930 (London: Bloomsbury, 2010), and
Shephard, A War of Nerves. For France, see Gregory Thomas, Treating the Trauma of the
Great War: Soldiers, Civilians, and Psychiatry in France, 1914–1940 (Baton Rouge: Louisiana
State University Press, 2009); Louis Crocq, Les Blessés psychiques de la Grande Guerre (Paris:
Odile Jacob, 2014); Crocq, Les Traumatismes psychiques de guerre (Paris: Odile Jacob, 1999).
For Germany, see Paul F. Lerner, Hysterical Men: War, Psychiatry, and the Politics of Trauma
in Germany, 1890–1930 (Ithaca, NY: Cornell University Press, 1993). But as with hysteria
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had on their lives due to the economic and social disadvantages that came with
confessing to having been traumatized.32 Nevertheless, the intense grief felt by indi-
viduals, communities and nations led to cultures of mass mourning, remembrance
and memorialization; moreover, the losses and traumas of World War I set the
stage for the establishment of the PTSD diagnoses of the late twentieth century.33

Although discussions and diagnoses of trauma waned in many public and pri-
vate arenas after World War I, World War II engendered a new wave of research
into the traumatic effects of war, violence and incarceration. Abram Kardiner pub-
lished the ‘first systematic account of the symptomatology and psychodynamics of
thewar neuroses’ in 1941 in the United States.34 For Kardiner, traumatic symptoms
were the result of people adapting to stressful, overwhelming situations.35

Although Kardiner’s text was useful during World War II, it had been based on
accounts and evidence Kardiner had collected during the 1920s in response to
World War I’s events. In the 1940s and 1950s, Roy Grinker and John Spiegel, as

and neurasthenia, in Britain such diagnoses of type of shell shock and treatments were
dependent on gender and class. Freud tooweighed in on shell shock, but as in his earlier the-
ories of hysteria, he always found the cause of trauma as residing within the individual psy-
che. Even when confronted with the First World War and widespread pathology of shell
shock, he did not believe that war trauma could be explained in terms of external focuses
that affected passive victims. Rather, as Allen Meek explains, he ‘attempted to integrate
war trauma into his theories of the ego and the libido, explaining it in terms of a conflict
between the pre-war self and the new combat-oriented self’. See Meek, Trauma and Media:
Theories, Histories, and Images (New York: Routledge 2010): 24. For more on Freud’s views
on shell shock see Stephen Garton, ‘Freud Verses the Rat: Understanding Shell Shock in
WorldWar I’,Australian Cultural History 16 (1997–98): 45–59. Not seeing beyond the individ-
ual, Freud never recognized the political dimension of trauma – of the conditions of bare life
that impacted individuals’ wellbeing, such as colonization and total war.

32 Winter addresses the silence aroundwartime experiences, including grief and trauma,
in Jay Winter, War Beyond Words: Languages of Remembrance from the Great War to the Present
(Cambridge: Cambridge University Press, 2017). George Mosse discusses the links between
femininity and trauma even during and after WorldWar I in ‘Shell-Shock as Social Disease’,
Journal of Contemporary History 35/1 (2000): 101–8. Crocq notes the silence and shame sur-
rounding World War I-related trauma for French soldiers and civilians in Les Traumatismes
psychiques de guerre and Les Blessés psychique de la Grande Guerre. Thomas addresses the eco-
nomic and social concerns that underlaid many French soldiers’ desires to keep their trau-
matic symptoms and experiences to themselves in Treating the Trauma of the Great War.

33 For more on mourning across Europe and the US duringWorldWar I seeWinter, Sites
of Memory. For discussion of traumatic memory in the aftermath in the First World War see
Winter, Remembering War: The Great War Between Memory and History in the Twentieth Century
(New Haven: Yale University Press, 2006): 43–5. Both Rogers and Meinhart have addressed
this culture ofmourning andmemorialization in France and Britain during and after thewar.
See Rogers, ‘Mourning at the Piano’; Rogers, ‘Ties that Bind: Music, Mourning, and the
Development of Intimacy and Alternative Kinship Networks in World War I-Era France’,
in Music and War from Napoleon to World War I, ed. Etienne Jardin (Turnout: Brepols, 2016):
415–43; Rogers, ‘Grieving Through Music in Interwar France: Maurice Ravel and His
Circle, 1914–1934’ (PhD diss., University of California, Los Angeles, 2014); Meinhart,
‘Memory and Private Mourning in an English Country House During the First World
War: Lady Alda Hoare’s Musical Shrine to a Lost Son’, Journal of Musicological Research
33/ 1–3 (2014): 39–95; and Meinhart, ed. A Great Divide? especially the introduction and
the chapters in section 3.

34 Young, The Harmony of Illusions, 89.
35 Young, The Harmony of Illusions, 89–92.
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well as the Veterans Administration, published reports that detailed war-related
traumatic symptoms.36 These clinical studies reframed trauma as something that
could happen to anyone if they were placed in continuously violent situations,
and recommended a variety of treatments for traumatized patients, including
talk therapy, rest and certain drug regimes involving sodium pentothal and
sodium amytal – both known colloquially under the heading ‘truth serum’ –
which were used to induce hypnotic, memory-recalling states.37 The years during
and just after WorldWar II also coincided with the first globally widespread, insti-
tutionalized uses of music as a therapeutic tool, although music therapy was and
has continued to be downplayed within psychological discourse.38 World War II
also spurred the development of the field of Holocaust Studies, which in many
ways has served as the foundation of current-day trauma studies. Although mem-
oirs and other literature related to the Holocaust began to emerge in the public
sphere in the 1940s and 1950s, it was not until the 1980s that increased scholarly
interest in the Holocaust would set the stage for Holocaust Studies to develop
into the full-fledged academic discipline that it is today.39 Holocaust Studies and
trauma studies only came to the fore as widespread interdisciplinary fields of
research in the wake of the first definition of PTSD in the American
Psychological Association’s third edition of the Diagnostic and Statistical Manual
of Mental Disorders (DSM-III) in 1980.

The appearance of the first official definition of PTSD in the DSM-III was a
watershed moment in the study of trauma for psychologists, survivors and
researchers in the humanities and social sciences. This definition and its revision
in 1987 have shaped and been shaped by understandings of and debates about
trauma in all of these fields for the last 40 years. Initially explored in relation to
VietnamWar veterans, PTSD has been since expanded to include victims of sexual
and domestic violence, as well ‘secondary’ victims, such as rescue workers,
bystanders and relatives of traumatized people. Even more broadly, the DSM-III
and the DSM-IIIR describe traumatic events as those that occur ‘outside the
range of usual human experience’, and in the case of the fourth edition
(DSM-IV), as posing ‘actual or threatened death of serious injury, or other threat

36 Young, The Harmony of Illusions, 91–94. See also Herman, Trauma and Recovery, 25–26.
37 Young, The Harmony of Illusions, 91–94; Herman, Trauma and Recovery, 25–26.
38 Annegret Fauser discusses the US military’s response to music therapy during World

War II in Sounds of War: Music in the United States During World War II (New York: Oxford
University Press, 2013): 127–34; Édith Lecourt addresses the history of the institutionaliza-
tion of music therapy in France, which occurred in the 1960s, in ‘Le recherche française en
musicothérapie au cours des XIXe et XXe siècles’, Revue international de musique française
7/20 (1986): 89–102. See also William Davis’s and Susan Hadley’s ‘A History of Music
Therapy’, in The Music Therapy Handbook, ed. Barbara L. Wheeler (New York: Guilford,
2015): 17–28, in which they discuss the institutionalization of music therapy in the 1940s
not only in the United States, but also in Australia and Argentina, as well as similar wide-
spread of adoption of music therapy in the 1950s and 1960s in Britain, Germany, Austria,
The Netherlands, Italy, Greece, Brazil, Israel, Norway, Uruguay and Japan.

39 For more on the history of Holocaust Studies, see Dominick LaCapra,Writing History,
Writing Trauma (Baltimore: Johns Hopkins University Press, 2001); Peter Hayes and John
K. Roth, ‘Introduction’, in The Oxford Handbook of Holocaust Studies, ed. Peter Hayes and
John K. Roth (New York: Oxford University Press, 2010): 1–22; Wendy Lower, ‘The Future
of Holocaust Research’, Tablet, 26 April 2018, www.tabletmag.com/jewish-arts-and-cul-
ture/culture-news/260677/history-future-holocaust-research.
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to one’s physical integrity’.40 Indeed, many psychologists, includingHerman, have
long defined trauma as being an exceptional event that defies understanding,
rather than understanding trauma as involving kinds of violence that people
unfortunately live with. However, more recently, as psychologists Laura Brown
and Maria P. Root, as well as cultural theorist Ann Cvetkovich have pointed out,
much in modern life can be traumatizing that falls within ‘the range of usual
human experience’, particularly for vulnerable populations.41 Many people face
ongoing, everyday experiences of violence that underline that trauma can emerge
over time, rather than in a singular moment. Taken together, these everyday expe-
riences – which can include poverty, microaggressions, long-term physical, emo-
tional or verbal abuse, and fear of rape, assault or violence – constitute what
Root and Brown have termed ‘insidious trauma’.42 This idea of trauma as socially
based rather than an individual, psychological affliction has become an especially
significant means for humanities scholars to consider how trauma is and has been
constructed in various ways and for various people throughout history.

In recent decades humanists, social scientists and psychologists have become
increasingly invested in examining what has been termed cultural trauma.43

Sociologists Jeffrey Alexander and Ron Eyerman, and numerous cultural theorists,
have considered the formations, ramifications and representations of trauma
among a wide range of communities, from African Americans, Asian Americans
and other minorities to Holocaust survivors and their children.44 Alexander argues

40 Quoted in Ann Cvetkovich, An Archive of Feelings: Trauma, Sexuality, and Lesbian Public
Cultures (Durham: Duke University Press): 17–18.

41 Laura Brown, ‘Not Outside the Range: One Feminist Perspective on Psychic Trauma’,
American Imago 48/1 (1991): 119–33; Cvetkovich, An Archive of Feelings; Maria P. Root,
‘Women of Color and Traumatic Stress in “Domestic Captivity”: Gender and Race as
Disempowering Statuses’, in Ethnocultural Aspects of Posttraumatic Stress Disorder: Issues,
Research, and Clinical Applications, ed. Anthony L. Marsella, Matthew J. Friedman, Ellen
T. Gerrity and Raymond M. Scurfield (Washington, DC: American Psychological
Association, 1996): 363–87.

42 Brown, ‘Not Outside the Range’, 119–33; Root, ‘Women of Color and Traumatic
Stress’, 363–87.

43 As Meek argues, though, recent emphasis on cultural or ‘collective trauma’ is not
entirely new. Concepts of trauma going beyond the individual to include social collectivities
go back as early as Freud in Totem and Taboo (1913), ideas which Benjamin and Adorno built
upon in their critical theory in the 1920s and 1930s related to contemporary mass media,
namely photographs and film, and, in the case of Adorno, the music of Richard Wagner.
Freud’s continued interest in historical trauma continued to develop in the decades that fol-
lowed as the crisis in Europe deepened and the Third Reich’s power increased, as demon-
strated in Moses and Monotheism (1939), an exploration of Jewish identity and history. It
was only with Roland Barthes in Camera Lucida, that trauma theory shifted from emphasiz-
ing the political and economic structures that make trauma possible – as set out by Adorno
and Benjamin – to focusing on the individual psyche. Meek, Trauma and Media, 2–20.

44 Alexander, Trauma: A Social Theory; Ron Eyerman, Cultural Trauma: Slavery and the
Formation of African American Identity (Cambridge: Cambridge University Press, 2001);
Narrating Trauma: On the Impact of Collective Suffering, ed. Ron Eyerman, Jeffrey
C. Alexander and Elizabeth Butler Breese (Boulder, CO: Paradigm, 2011); Ron Eyerman
and Giuseppe Sciortino, eds, The Cultural Trauma of Decolonization: Colonial Returnees in the
National Imagination, (Cham: Palgrave Macmillan, 2020); Jeffrey C. Alexander, Ron
Eyerman, Bernard Giesen, Neil J. Smelser and Piotr Sztompka, eds, Cultural Trauma and
Collective Identity (Berkeley: University of California Press, 2004); Ron Eyerman, Is This
America? Katrina as Cultural Trauma (Austin: University of Texas Press, 2015); Ron
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that cultural trauma does not necessarily arise when something happens to a com-
munity, but rather is the result of how communities narrate, represent and remem-
ber events or occurrences.45 Investigations of cultural trauma have dovetailed with
considerations of intergenerational and transgenerational trauma – or what
Marianne Hirsch has termed ‘postmemory’ – in which the children or grandchil-
dren of people who have experienced individual or cultural trauma demonstrate
symptoms of their forebears’ traumas; for some trauma theorists the transmission
of trauma is physiological and epigenetic, while for others it is psychological and/
or socio-cultural.46

In order to address cultural traumas in nuanced, intersectional ways, perspec-
tives from feminist theory, critical race theory, Marxism and queer theory have
been especially helpful in addressing how collectives narrativize, memorialize,
perform and disidentify with traumatic events as well as the everyday traumas
of widespread discrimination, harassment, abuse and systemic violence. As
Cvetkovich explains, such resources ‘have been necessary in order to do justice
to a series of cases that never seem to quite measure up to expectations that trauma
be catastrophic and extreme’.47 Moreover, as cultural trauma has become an

Eyerman, The Assassination of Theo Van Gogh: From Social Drama to Cultural Trauma (Durham:
Duke University Press, 2008).

45 Alexander, Trauma: A Social Theory.
46 Marianne Hirsch, The Generation of Postmemory: Writing and Visual Culture After the

Holocaust (New York: Columbia University Press, 2012); Hirsch, Family Frames:
Photography, Narrative, and Postmemory (Cambridge, MA: Harvard University Press, 1997);
M. Gerard Fromm, Lost in Transmission: Studies of Trauma Across Generations (Abingdon:
Routledge, 2019); Nicolas Abraham, ‘Notes on the Phantom: A Complement to Freud’s
Metapsychology’, in The Shell and the Kernel, trans. Nicholas Rand (Chicago: University of
Chicago Press, 1994): 171–6; Maria Torok, ‘Story of Fear: The Symptoms of Phobia – the
Return of the Repressed or the Return of the Phantom?’ in The Shell and the Kernel, 177–86;
Elizabeth Rosner, Survivor Café: The Legacy of Trauma and the Labyrinth of Memory
(Berkeley: Counterpoint, 2017); John Sigal, Trauma and Rebirth: Intergenerational Effects of
the Holocaust (New York: Praeger, 1989); Tizrah Firestone, Wounds into Wisdom: Healing
Intergenerational Jewish Trauma (Rhinebeck, NY: Adam Kadmon, 2019); Pumla
Gobodo-Madikizela, ed., Breaking Intergenerational Cycles of Repetition: A Global Dialogue on
Historical Trauma and Memory (Opladen: Barbara Budrich, 2016); Meera Atkinson, The
Poetics of Transgenerational Trauma (New York: Bloomsbury Academic, 2017); International
Handbook of Multigenerational Legacies of Trauma, ed. Yael Danieli (New York: Plenum,
1998); Victoria Aarons, Third-Generation Holocaust Representation: Trauma, History, and
Memory (Evanston: Northwestern University Press, 2017); Janet Liebman Jacobs, The
Holocaust Across Generations: Trauma and Its Inheritance Among Descendants of Survivors
(New York: New York University Press, 2016); Stephen Frosh, Those Who Come After:
Postmemory, Acknowledgement and Forgiveness (Cham: Palgrave Macmillan, 2019); Vamik
Volkan, A Nazi Legacy: Depositing, Transgenerational Transmission, Dissociation and
Remembering Through Action (London: Karnac, 2015); Gabriele Schwab, Haunting Legacies:
Violent Histories and Transgenerational Trauma (New York: Columbia University Press,
2010); Judy Atkinson, Trauma Trails Recreating Song Lines: The Transgenerational Effects of
Trauma in Indigenous Australia (North Melbourne: Spinifex, 2002); Rachel Yehuda and
Amy Lehrner, ‘Intergenerational Transmission of Trauma Effects: Putative Role of
Epigenetic Mechanisms’, World Psychiatry 17/3 (2018): 243–57; Rachel Yehuda, et al.,
‘Influences of Maternal and Paternal PTSD on Epigenetic Regulation of the Glucocorticoid
Receptor Gene in Holocaust Survivor Offspring’, American Journal of Psychiatry 171.8
(2014): 872–80.

47 Cvetkovich, An Archive of Feelings, 20.
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increasingly rich and interdisciplinary field of study in the humanities and social
sciences, numerous scholars have called for a reckoning with the Eurocentrism of
trauma studies by interrogating how trauma is manifested and represented in
postcolonial and global frameworks.48 In addition, scholars on both sides of
what has often been perceived as a clinical versus humanities-based divide in
approaches to trauma studies have been exploring means of traversing discipli-
nary boundaries.49 The influence of cultural trauma discourse is evident in this
special issue: our authors have taken broad and varied approaches to under-
standing trauma from a combination of psychological, somatic and cultural
approaches to traumatic experience, depending on what the particular historical
situation under consideration calls for. Although many of the essays centre on
music and trauma amidst white European and American populations,
Johnson-Williams addresses trauma in South African contexts, and almost all
of our authors address how gender, class and race – amongst other social consid-
erations such as disability and sexuality – played a role in musical, sonic and
traumatic experiences.

In the past three decades, historians, cultural theorists, music scholars, literary
theorists and film and media scholars have applied concepts from trauma studies
to explore history and memory, narrative and its limits, memorialization and cul-
tural representations and genealogies of trauma.50 With the emergence of
Holocaust Studies in the 1990s and 2000s came an emphasis on testimony as the
therapeutic process of narrativizing or putting one’s traumatic experience into
words, and having someone bear witness to those words.51 Literary critics
Shoshana Felman and Cathy Caruth, as well as psychologist Dori Laub and

48 Stef Craps, Postcolonial Witnessing: Trauma Out of Bounds (London: Palgrave
Macmillan, 2013); Renee Linklater, Decolonizing Trauma Work: Indigenous Stories and
Strategies (Halifax, Nova Scotia: Fernwood, 2014); Gert Buelens, Sam Durrant and Robert
Eaglestone, eds, The Future of Trauma Theory: Contemporary Literary and Cultural Criticism
(Abingdon: Routledge, 2013).

49 Monica J. Casper and Eric Wertheimer, ‘Within Trauma: An Introduction’, in Critical
Trauma Studies: Understanding Violence, Conflict, and Memory in Everyday Life (New York:
New York University Press, 2016): 6.

50 Casper and Wertheimer, ‘Within Trauma’, 3.
51 More recently, the centrality and universality of testimony in the trauma recovery pro-

cess has been called into question. In particular, perspectives have changed with EMDR (eye
movement desensitization and reprocessing) and body-based therapeutic treatments pre-
sented by Van der Kolk, Peter Levine and others; moreover, numerous people who have
worked with abuse victims and victims of violent crime have noted the ways in which
recounting one’s experiences in certain contexts might lead to retraumatization. See Van
der Kolk, The Body Keeps the Score; Levine, Waking the Tiger: Healing Trauma: The Innate
Capacity to Transform Overwhelming Experiences (Berkeley: North Atlantic Books, 1997);
Jacqueline M. Wheatcroft, ‘Revicitimizing the Victim? How Rape Victims Experience the
UK Legal System’, Victims and Offenders 4/3 (2001): 265–84; Shana L. Maier, ‘“I Have
Heard Horrible Stories …”: Rape Victim Advocates’ Perceptions of the Revictimization of
Rape Victims by the Police and Medical System’, Violence Against Women 14/7 (2008):
786–808; Herman, ‘The Mental Health of Crime Victims: Impact of Legal Intervention’,
Journal of Traumatic Stress 16/2 (2003): 159–66; Rebecca Campbell, Tracy Sefl, Holly
E. Barnes, Courtney E. Ahrens, Sharon M. Wasco and Yogland Zaragoza-Diesfeld,
‘Community Services for Rape Survivors: Enhancing Psychological Well-Being or
Increasing Trauma’, Journal of Consulting and Clinical Psychology 67/6 (1999): 847–58. In his
discussion of EMDR desensitization, Van der Kolk notes the helpfulness of this particular
mode of therapy for patients who find narrating their experiences to be retraumatizing.
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historian Dominick LaCapra, brought issues of testimony to bear on their analyses
of literature and history, underlining the ways in which testimony must be
accounted for, even as it problematizes and upends straightforward historical
and literary narratives.52 Testimony remains a significant avenue of research for
scholars today, as evidenced in recent musicological investigations of trauma by
Wlodarski and Daughtry, as well as the majority of the authors of this special
issue’s essays.53

This emphasis on testimony has led to a particular interest within the humani-
ties and social sciences in the ways in which media, literature, film, music and art
provide or lack representational narrative frameworks for the expression of
trauma. Much of this work has focused explicitly on post-World War II media,
taking a particular interest in what some scholars have called ‘trauma culture’
and others ‘trauma aesthetics’.54 Indeed, in our current moment, trauma would
seem to be everywhere, particularly in Anglo-American media – from articles in
newspapers and magazines to podcasts, newscasts, films and television shows.55

Language and terminology from trauma studies permeates much of the work of
the artists and journalists who create contemporary media. For example, inter-

52 Shoshana Felman and Dori Laub, Testimony: Crises of Witnessing in Literature,
Psychoanalysis, and History (New York: Routledge, 1991); Laub, ‘Truth and Testimony: The
Process and the Struggle’, in Trauma: Explorations in Memory, ed. Cathy Caruth (Baltimore:
The John Hopkins University Press, 1995): 61–75; Felman, ‘Education and Crisis, or the
Vicissitudes of Teaching’, in Trauma: Explorations in Memory, 13–60; LaCapra, Writing
History, Writing Trauma; LaCapra, Representing the Holocaust: History, Theory, Trauma
(Ithaca, NY: Cornell University Press, 1994); LaCapra, History and Memory After Auschwitz
(Ithaca, NY: Cornell University Press, 1998); Caruth, Unclaimed Experience: Trauma,
Narrative, and History (Baltimore: The Johns Hopkins University Press, 1996); Caruth,
Introduction to Part I: Trauma and Experience and Introduction to Part II: Recapturing the
Past, in Trauma: Explorations in Memory, 3–12 and 151–7.

53 Wlodarski, Musical Witness and Holocaust Representation; Daughtry, Listening to War.
54 Roger Luckhurt, The Trauma Question (New York: Routledge, 2008); E. Ann Kaplan,

Trauma Culture: The Politics of Terror and Loss in Media and Literature (New Brunswick, NJ:
Rutgers University Press, 2005); Kaplan, Climate Trauma: Foreseeing the Future in Dystopian
Film and Fiction (New Brunswick, NJ: Rutgers University Press, 2016); Janet Walker,
Trauma Cinema: Documenting Incest and the Holocaust (Berkeley: University of California
Press, 2005); Meek, Trauma and Media; Anne Rothe, Popular Trauma Culture: Selling the Pain
of Others in the Mass Media (New Brunswick, NJ: Rutgers University Press, 2011); Cizmic,
Performing Pain; Marita Nadal and Mónica Calvo, eds, Trauma in Contemporary Literature:
Narrative and Representation (New York: Routledge, 2014); Jonathan Hart, The Poetics of
Otherness: War, Trauma, and Literature (New York: Palgrave Macmillan, 2015); J. Roger
Kurtz, ed., Trauma and Literature (Cambridge: Cambridge University Press, 2018); Michael
Richardson, Gestures of Testimony: Torture, Trauma, and Affect in Literature (New York:
Bloomsbury Academic 2016); Yvonne S. Unnold, Representing the Unrepresentable:
Literature of Trauma Under Pinochet in Chile (New York: Peter Lang, 2002); Michael Berry, A
History of Pain: Trauma in Modern Chinese Literature and Film (New York: Columbia
University Press, 2008); Névine El Nossery and Amy L. Hubbell, eds, The Unspeakable
Representations of Trauma in Francophone Literature and Art (Newcastle upon Tyne:
Cambridge Scholars, 2013).

55 Examples of series that address trauma include Big Little Lies, Sharp Objects, River,
Unbelievable, The Unbreakable Kimmy Schmidt, Transparent, Year and Years, Watchmen and
Unorthodox in addition to the large number of television shows and documentaries currently
produced on true crime topics. Many podcasts address trauma as well, such as individual
episodes of This American Life and On Being.
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generational trauma and epigenetics have received much attention in recent main-
streammedia,56 as have the more established topics of PTSD and resiliency among
veterans57 and innovations in therapy and treatment for survivors of PTSD and
sexual assault.58 The reticence or inability to voice trauma in words as noted
throughout the history of trauma, however, did not always translate into complete
silence. Today’s popular interest in trauma has been extended to the role of arts in
recovery.59 Specifically, regardingmusic, survivors of trauma have reflected on the
role of individual songs or pieces of music, as well as the physical act of making
music, in their recovery process.60 Music therapy as a discipline thrives in many
places throughout the world, and despite lack of funding and support in national-
ized and privatized healthcare systems, some advances are being made, for
instance in trials underway in the UK’s Nation Health Service.61

As the above paragraphs suggest, the fields of disability studies and trauma
studies overlap but also differ in several important ways. Scholars in disability
studies and trauma studies are all interested in the ways in which impairment of
all kinds – including but not limited to mental illness and emotional distress –
have been and continue to be socio-culturally constructed and represented. In
both fields, scholars engage with, employ and critique both medical-scientific
and socio-cultural models of understanding how various kinds of impairment

56 For example, see Bibi van der Zee, ‘Is Trauma Handed Down Through Generations?’,
The Guardian 24 Oct. 2019, www.theguardian.com/society/2019/oct/24/is-trauma-
handed-down-through-generations-ptsd-conflict; Rachel Yehuda, ‘How Trauma and
Resilience Cross Generations’, On Being with Krista Tippetti, 30 July 2015, accessed 15 Sept.
2019, https://onbeing.org/programs/rachel-yehuda-how-trauma-and-resilience-cross-genera-
tions-nov2017/; Benedict Carey, ‘Can We Really Inherit Trauma’, The New York Times, 10 Dec.
2018, https://www.nytimes.com/2018/12/10/health/mind-epigenetics-genes.html. Advice
on coping with parents’ trauma has also been the subject of advice columns, such as in
Annalisa Barbieri, ‘I Can’t Cope with my Mother’s Traumatic Wartime Memories’, The
Guardian 30 Aug. 2019, www.theguardian.com/lifeandstyle/2019/aug/30/cant-cope-with-
mothers-traumatic-wartime-memories-annalisa-barbieri.

57 Melissa Thomas, ‘I’maVeteranwithout PTSD: I Used to Think Something wasWrong
with Me’, The New York Times, 30 May 2019, www.nytimes.com/2019/05/30/magazine/
ptsd-combat-veterans.html.

58 ‘Ten Sessions’, This American Life, 23 Aug. 2019, www.thisamericanlife.org/682/ten-
sessions?utm_source=feedburner&utm_medium=feed&utm_campaign=Feed%3A+talpod-
cast+%28This+American+Life+Podcast%29.

59 For example, see the work of Román Baca, US Marine and Combat veteran of the Iraq
War and ballet choreographer, including his award-winning film Exit 12: Moved by War,
accessed 1 Nov. 2019, https://vimeo.com/312834658, and his ‘Choreographing Soldiers’
Stories to Provoke Empathy in Audiences’ (MFA Thesis, Trinity Laban Conservatoire of
Music and Dance, 2019).

60 See for example, Alice Randall, ‘On a Bridge Called Rosetta’s Voice’, Turning the Tables:
8 Women who Invented American Popular Music, National Public Radio, 26 Sept. 2019, accessed
28 Oct. 2019, www.npr.org/2019/07/31/743415843/turning-the-tables-8-women-who-
invented-american-popular-music; Karla Hawley, ‘Trauma and Music Therapy: Let the
Healing Begin’, TEDx SnoIsleLibraries, Edmonds Washington, 2016, YouTube video, 18:13, 4
Jan. 2017, www.youtube.com/watch?v=IWQnTUunhuY; Corinna del Fonsecca-Wollheim,
‘After Trauma, a Silenced Vocalist Sings Again’ The New York Times, 21 Nov. 2019, www.
nytimes.com/2019/11/21/arts/music/lucy-dhegrae-national-sawdust.html.

61 ‘NHS Trials Art, Dance, and Music Therapy for Largest Study of Its Kind’, Mental
Health Today, 30 Oct. 2019, accessed 29 Nov. 2019, www.mentalhealthtoday.co.uk/news/
therapy/nhs-trials-art-dance-and-music-therapy-for-largest-study-of-its-kind.
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and the ways these have been constructed affect people’s experiences in the world.
However, whereas disability studies scholars address trauma as one type of dis-
ability, scholars in trauma studies focus more explicitly on how people experience,
express, construct and cope with traumatic experiences and symptoms. Moreover,
the critique within disability studies of medical models that aim to ‘fix’ or ‘cure’
various kinds of impairments has had a series of complicated responses within
trauma studies since trauma is often the result of various kinds of systemic and per-
sonal violence that trauma scholars critique and often argue (and rightly so) can
and should be prevented via more ethical actions and policies.62 Because trauma
is often passed from generation to generation, and because traumatized people
often traumatize others –whether consciously or not – trauma scholars understand
trauma as a condition that, in an ideal world, would be processed and coped with
in ways that would not only help those who experience traumatic symptoms, but
also prevent future traumas from occurring. Nevertheless, trauma studies has been
influenced by disability scholars’ resistance to narratives of ‘overcoming’ and ‘fix-
ing’, which is particularly apparent in the work of Cvetkovich, Rogers and numer-
ous cultural historians of the AIDS crisis in the United States, all of whom suggest
that people sometimes avoid resolving traumatic symptoms for a whole range of
personal, political and ethical reasons.63 Ultimately, however, both fields seek to
create more social awareness around disability and trauma, while also advocating
for more ethical representations of, as well as rights and policies for, people with
disabilities and those living with trauma and other related mental illnesses.

In the last 15 years, musicologists who study post-World War II cultures have
been especially keen to explore relationships between music and violence, often
utilizing methodologies drawn from the range of approaches to studying trauma
that have materialized in multiple disciplines since the 1980s. With a series of arti-
cles published in the first two decades of the twenty-first century on music as a
means of torture in Guatanamo Bay and other US military-backed prisons,
Suzanne Cusick emerged at the vanguard of musicological research that has
attended to music and violence, as well as music and incarceration, both of
which have informed how musicologists and ethnomusicologists have addressed
issues of music and violence since then.64 In 2012, Maria Cizmic published

62 A complete recounting of relevant disability studies literature here is outside the scope
of this Introduction; however, we would refer the reader to some of the more foundational
scholarship within music studies on this topic, including: Joseph N. Straus, ‘Normalizing
the Abnormal: Disability in Music and Music Theory’, Journal of the American Musicological
Society 59/1 (2006): 113–84; Straus, Extraordinary Measures: Disability in Music (New York:
Oxford University Press, 2011); The Oxford Handbook of Music and Disability Studies, ed.
Blake Howe, Stephanie Jensen-Moulton, Neil Lerner and Joseph Straus (New York:
Oxford University Press, 2016); Sounding Off: Theorizing Disability in Music, ed. Neil Lerner
and Joseph N. Straus (New York: Routledge, 2006).

63 See Cvetkovich, An Archive of Feelings; Rogers, Resonant Recoveries. See also, amongst
numerous other texts, Sara Ahmed, The Cultural Politics of Emotion (New York: Routledge,
2004); and Douglas Crimp, “Mourning and Militancy”, October 51 (1989): 3–18.

64 Suzanne G. Cusick, ‘“You Are in a Place that is Out of the World …”: Music in the
Detention Camps of the “Global War on Terror”’, Journal of the Society for American Music
2/1 (2008): 1–26; Cusick, ‘Toward an Acoustemology of Detention in the “Global War on
Terror”’, in Music, Sound and Space: Transformation of Public and Private Experience, ed.
Georgina Born (Cambridge: Cambridge University Press, 2013): 275–91; Cusick,
‘Afterword to ‘“You Are in a Place that is Out of the World …”: Music in the Detention
Camps of the “Global War on Terror”’, Transposition: musique et sciences sociales 4 (2014):
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Performing Pain: Music and Trauma in Eastern Europe – the first music research
monograph to consider music and trauma – which investigates how music pro-
vided people in late socialist Eastern Europe with opportunities to perform,
express, represent, testify and bear witness to the traumas of the Stalinist era and
World War II.65 Three years later, Wlodarski and Daughtry published texts that
address, respectively, how music has borne witness to the Holocaust and how
US soldiers and Iraqi civilians understoodmusic and sound as tools of both the cre-
ation and the processing of trauma during the IraqWar.66 In addition, music schol-
ars such as Eric Hung, Jenny Olivia Johnson, Fred Maus, Joshua Pilzer, Nicholas
Reyland, Martha Sprigge and Patrick Zuk have made significant contributions
to literature that examines how trauma has manifested in an array of musical
media in myriad cultural contexts – from Japanese Americans’ music-theatrical
responses to internment and Germans’ church music performance after the bomb-
ing of Dresden duringWorldWar II, to music in television programmes on trauma
and North American and British musicians’ responses to sexually- and sexuality-
based trauma in and after the 1980s.67

However, nineteenth- and early twentieth-century composers, performers and
listeners also understood music as an important medium through which trauma
could be articulated, whether through sound or through meaningful silences. As
many scholars have noted, music’s nearly infinite interpretability has historically
made it a medium par excellence for self-expression or communicating with others
with a certain amount of plausible deniability, especially in historical moments
and cultural realities when these activities might otherwise lead to social censure,
arrest and imprisonment or even death.68 With this in mind, the authors whose
work appears in this special issue ask and answer questions about the various
ways in which music and sound were meaningful media for coping with the long-

https://journals.openedition.org/transposition/493; Cusick, ‘Music as Torture/Music as
Weapon’, in The Auditory Culture Reader, ed. Michael Bull and Les Back, 2nd edn (London:
Routledge, 2020): 379–91.

65 Cizmic, Performing Pain.
66 Wlodarski, Musical Witness and Holocaust Representation; Daughtry, Listening to War.
67 Eric Hung, ‘Sounds of Asian American Trauma and Cultural Trauma: Jazz Reflections

on the Japanese Internment’, MUSICultures (December 2012): https://journals.lib.unb.ca/
index.php/MC/article/view/20355; Jenny Olivia Johnson, ‘The Touch of the Violin, the
Coldness of the Bell: Synaesthesia, Mimesis, and the Unlocking of Traumatic Memory in
Bunita Marcus’s The Rugmaker and Andra McCartney’s Learning to Walk’, Women and
Music: A Journal of Gender and Culture 15/1 (2011): 18–37; Fred Everett Maus, ‘Sexuality,
Trauma and Dissociated Expression’, in The Oxford Handbook of Music and Disability
Studies, 345–56; Joshua Pilzer, Hearts of Pine: Songs in the Lives of Three Korean Survivors of
the Japanese ‘Comfort Women’ (New York: Oxford University Press, 2012); Nicholas
Reyland, ‘Screen Music, Narrative, and/or Affect: Kieslowski’s Musical Bodies’, in The
Routledge Companion to Screen Music and Sound, ed. Miguel Mera, Ronald Sadoff and Ben
Winters (London: Routledge, 2017): 96–107; Martha Sprigge, ‘Dresden’s Musical Ruins’,
Journal of the Royal Musical Association 144/1 (2019): 83–121; Patrick Zuk, ‘Music as
Post-Traumatic Discourse: Nikolay Kyaskovsky’s Sixth Symphony’, Arts and Humanities in
Higher Education 17/1 (2018): 104–18.

68 For example, see Nadine Hubbs, The Queer Composition of America’s Sound: Gay
Modernists, American Music, and National Identity (Berkeley: University of California Press,
2004): 51; Robert Fink, ‘Desire, Repression, and Brahms’s First Symphony’, in Music/
Ideology: Resisting the Aesthetic (Amsterdam: G+B Arts International, 1998): 258–9.
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lasting effects of violence, articulating individual and collective trauma and the
development of trauma as a concept in the long nineteenth century.

The Challenges of Studying Music and Trauma Before World War II

Musicologists focusing on post-WorldWar II repertoires have generally beenmore
willing than scholars studying earlier periods to bring trauma theory into their
scholarship. As noted in the previous section, scholars in Holocaust Studies and
those interested in PTSD after the Vietnam War have offered a plethora of illumi-
nating approaches for repertoires of and after the Second World War. In addition,
scholars studying trauma for post-1939 musicians and repertoires have often been
able to speak with composers, listeners and performers who experienced trauma,
since many of these people are still living. Historians of post-1939 musical cultures
have also benefited from the entry of trauma into common parlance: now that the
vocabulary of trauma appears everywhere in popular media, people are more
inclined to use this vocabulary when describing their experiences. And yet, as
this special issue shows, by bringing musical cultures of the long nineteenth cen-
tury in dialogue with trauma studies, we underline trauma as an important lens
through which to view the events and musical pieces, practices and cultures of
this rich historical period in which trauma as a concept came to be developed
and studied. This project also forges links between various arts and scientific dis-
ciplines, expanding what is possible in terms of trauma-focused medical humani-
ties research based in the nineteenth century. In so doing, we demonstrate to
nineteenth-century music studies scholars – many of whom might be unfamiliar
with trauma theory – some of the different ways in which trauma theory can be
applied to shed new light on pre-WorldWar IImusical cultures. Likewise, we dem-
onstrate to those working in history, trauma studies and the medical humanities
how focusing on sonic practices and experiences provides insight into the develop-
ment of traumatic discourse in and beyond the nineteenth century.

Of course, studying pre-1939musical cultures in relation to trauma presents chal-
lenges, including potential charges of anachronism. As noted above, Young argues
thatwhat today istermedPTSDdidnotexistprior to the lastdecadesof thenineteenth
century; rather, this is a socio-historically specific condition.69 Although prior to the
late-nineteenth century trauma as a concept may not have existed, large-scale, com-
munal and individual suffering certainly did. In her study of narratives of trauma
in French-Revolution-era literature, Katherine Astbury notes that ‘modern trauma
theoryprovidesuswithasetofconceptsandavocabulary thatallowussystematically
to analyse’ texts that emerged during and after the 1789 Revolution, even while
pointing out that trauma ‘is a notion rarely explored in detail’ in them.70 For
Astbury, however, although trauma fails to appear in these narratives in ways we
might expect – expectations developed largely from the last 150 years of theorizing
trauma – it nevertheless appears in unexpectedways, such as ‘ones of initial absence
and silence’.71 Astbury’s important work thus underlines that because trauma
appears in myriad ways, we cannot discount its existence or impact in instances of

69 Young, The Harmony of Illusions, 3–4. See also Leese, Shell Shock; Cvetkovich, An
Archive of Feelings; Roger Luckhurst, The Trauma Question (Abingdon: Routledge, 2008).

70 Katherine Astbury, Narrative Responses to the Trauma of the French Revolution (London:
Legenda, 2012): 6, 8.

71 Astbury, Narrative Responses, 10.
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silence, orwhen it appears in forms aside fromthosehistoryhas taught us to expect.72

In fact, addressing trauma in musical cultures of the long nineteenth century is
especially challenging due to the silences of one’s historical subjects, especially
when researching cultures in which, for a variety of social, economic and cultural
reasons, people rarely discussed trauma. As several of our contributors show,
silence around trauma, resulting in part from class- and gender-based construc-
tions of emotional expression, was pervasive throughout much of the long nine-
teenth century across different geographical regions. Gerk’s essay demonstrates
how US song traditions of the Civil War Era – several decades after the Irish
Famine – documented the traumatic effects of the Famine for Irish immigrants
to the United States that could not be expressed otherwise. Similarly, Rogers
reads Ravel’s post-WorldWar I compositions as repositories of the trauma he expe-
rienced during and after thewar – repositories constructed precisely because of the
cultural imperative to remain silent about traumatic experience in interwar France.
Meinhart confirms a similar imperative towards silence in her examination of The
Hydra, in which many men published poems and stories about their experiences
anonymously, in order to avoid the stigma that sharing personal accounts of
pain and suffering might otherwise engender.

As these essays by Gerk, Meinhart and Rogers demonstrate, silence is a frequent
characteristic of traumatic experience, rendering its discovery and documentation
all themore difficult. In her watershed exposition on trauma, psychologist Herman
argues that one dialectical relationship that has tended to characterize trauma is the
oscillation between survivors’ need to narrativize their trauma and their simulta-
neous desire to remain silent, often out of fear of not only judgment or disbelief by
interlocutors, but also retaliation, retraumatization and other repercussions of
sharing details of traumatic experiences.73 The pioneering work of musicologist
Cizmic illuminates how this very dialectic can play out via music: in Performing
Pain Cizmic argues that the silence around traumatic experience demanded of
Soviet people under Stalin – under threat of physical and social violence – led to
expressions of trauma in glasnost-era Eastern European musical works.74 And
yet, as cultural historian Winter demonstrates, silence, especially in the wake of
traumatic experience, is performative; in his discussion of war and silence,
Winter argues that ‘there are performative nonspeech acts through which some
people tell us about war beyond words’.75 Indeed, several of the authors whose
work appears in this special issue address silence in musical composition or
sonic experience as strangely telling. Thus, while at times traumatic experience
appears in meaningful silences, in other instances, it appears in performers’ bodily
movements, as Cizmic and Rogers show in their book projects, and as Morgan
demonstrates in her article on popular parlour piano literature produced during
the Mexican–American War in this special issue.76

72 For other applications of trauma to nineteenth-century literature, see the essays in Lisa
Kasmer, ed., Traumatic Tales: British Nationhood and National Trauma in Nineteenth Century
Literature (New York: Routledge, 2018).

73 Herman, Trauma and Recovery. Herman’s understanding of silence as a defining char-
acteristic of the aftereffects of trauma as well as trauma discourse is evident throughout her
book, although she talks about silence perhaps most explicitly in chapters 1 and 3.

74 Cizmic, Performing Pain.
75 Winter, War Beyond Words, 173.
76 Cizmic, ‘Hammering Hands: Galina Ustvolskaya’s Piano Sonata No. 6 and a

Hermeneutic of Pain’, in Performing Pain, 67–96. Rogers, Resonant Recoveries.
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Another significant feature of traumatic experience is the frequent presence of
‘traumatic memory’, which operates in a number of ways that can make studying
trauma challenging. Janet was one of the first psychologists to identify what he
termed the persistence of an idée fixe in the words and behaviours of patients
who had experienced trauma.77 Janet understood traumatic memory to operate
not only in the persistence of certain memories and feelings linked to a precipitat-
ing traumatic event, but also in dissociation – gaps in memory produced through
patients’ adaptive strategy of distancing themselves from the trauma in a kind of
wilful, even if unconscious forgetting. Freud followed closely on Janet’s heels,
defining traumatic memory in Beyond the Pleasure Principle (1920) as a ‘compulsion
to repeat’ aspects of the traumatic experience in words and behaviours, which he
explains in terms of World War I veterans and children who had experienced sep-
aration anxiety.78 More recently, Herman and Van der Kolk have moved away
from the Freudian-based psychoanalytical approach that has dominated in the
past century, addressing ways in which traumatic memory results in the return
of the bodily-affective experience of traumatic events – an occurrence that has
come to be referred to as ‘being triggered’ in common parlance.79 This approach

77 Pierre Janet, L’automatisme psychologique: essai de psychologie expérimentale sur les formes
inférieures de l’activité humaine (Paris: Félix Alcan, 1889); Janet, État mental des hystériques: les
accidents mentaux (Paris: Rueff et Cie, 1894); Janet, Névroses et idées fixes, vol. 1: Etudes exper-
imentales sur les troubles de la volonté, de l’attention, de la mémoire, sur les émotions, les idées
obsédantes et leur traitement (Paris: Félix Alcan, 1898); Janet and Raymond, Névroses et idées
fixes, vol. 2: Fragments des leçons cliniques du mardi, sur les névroses, les maladies produites par
les émotions, les idées obsédantes et leur traitement (Paris: Félix Alcan, 1898); Bessel van der
Kolk and Onno van der Hart, ‘Pierre Janet and the Breakdown of Adaptation in
Psychological Trauma’, American Journal of Psychiatry 146/12 (December 1989): 1530–40;
Onno van der Hart and Rutger Horst, ‘The Dissociation Theory of Pierre Janet’, Journal of
Traumatic Stress 2/4 (1989): 1–11.

78 Sigmund Freud, ‘Beyond the Pleasure Principle (1920)’, 12–17. Young asserts that
Freud never worked with war veterans, but he did have three sons who all fought in the
war, he studied veterans’ records and was closely connected with doctors working with vet-
erans. See Young, The Harmony of Illusions, 78.

79 Herman, Trauma and Recovery, especially chapters 2 and 3, 33–73; van der Kolk, The
Body Keeps the Score. Of course, triggers have been the topic of widespread discussion in
recent years, especially with the advent of trigger warnings in classrooms, on social media
and in other contexts. For more on these debates see Amanda Marcotte, ‘The Year of the
Trigger Warning’, Slate, 30 Dec. 2013: https://slate.com/human-interest/2013/12/trigger-
warnings-from-the-feminist-blogosphere-to-shonda-rhimes-in-2013.html; Bailey Loverin,
‘Trigger Warnings Encourage Free Thought and Debate’, The New York Times, 19 May
2014, www.nytimes.com/roomfordebate/2014/05/19/restraint-of-expression-on-college-
campuses/trigger-warnings-encourage-free-thought-and-debate; Sara Ahmed, ‘Against
Students’, feministkilljoys, 25 June 2015, https://feministkilljoys.com/2015/06/25/against-
students/; Jack Halberstam, ‘You Are Triggering Me! The Neo-Liberal Rhetoric of Harm,
Danger and Trauma’, Bully Bloggers, 5 July 2015, https://bullybloggers.wordpress.com/
2014/07/05/you-are-triggering-me-the-neo-liberal-rhetoric-of-harm-danger-and-trauma/;
Aaron R. Hanlon, ‘The Trigger Warning Myth’, The New Republic, 14 Aug. 2015; Greg
Lukianoff and Jonathan Haidt, ‘The Coddling of the American Mind’, The Atlantic, Sept.
2015; Conor Friedersdoft, ‘Microagressions and the Rise of Victimhood Culture’, The
Atlantic, Sept. 2015; Sarah Orem and Neil Simpkins, ‘Weepy Rhetoric, Trigger Warnings,
and the Work of Making Mental Illness Visible in the Writing Classroom’, Enculturation,
16 December 2015; Rebecca Godderis and Jennifer L. Root, ‘Trigger Warnings:
Compassion is Not Censorship’, Radical Pedagogy 13/2 (2016); Wendy Wyatt, ‘The Ethics
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in many ways recalls Charcot’s and Janet’s work, which also emphasized bodily
responses to trauma, as Brooks’s article in this special issue underlines. As
LaCapra has shown, traumatic memory poses special challenges for historians;
inWriting History,Writing Trauma he recounts how oneHolocaust survivor’smem-
ory of historical events differed from the historical record.80 Disjunctures of this
kind, he tells us, have persuaded many historians that trauma survivors’ testimo-
nies should not be trusted when they concern the veracity of historical events. And
yet, survivor testimonies – even when and perhaps because they are marked by
traumatic memory – are extraordinarily important for what they might tell us
about people’s emotional responses to collectively and individually experienced
events throughout history.

In the instances when testimony of traumatic events is recorded, these testimo-
nies take many different forms. All of the contributors to this volume looked to a
wide variety of sources – from diaries, memoirs, hospital publications and archival
sources, tomusicmagazines, newspapers, compositions and sheetmusic – in order
to address the many and always multiple ways in which trauma manifests. As our
authors show, sometimes trauma appears in silences, while in other instances it
appears in performers’ bodily movements. Our authors find testimonies of trauma
in images – in drawings of violent events, sheet music covers, concert reviews and
the artwork and writings of shell-shocked soldiers.

It is important to remember that a number of social factors, including race, gen-
der, class, nationality, religion, political affiliation and citizenship status, shape the
archive of trauma testimony. As LaCapra has pointed out, ‘It is what is allowed or
made to enter into publicly accessible memory – not historical research in general –
which enables the past to be available for both uses and abuses, and the precise
manner in which it becomes available (or is suppressed, distorted or blocked) is
of the utmost importance’.81 The vast majority of the testimony that the authors
of the scholarship in this issue address comes from white, affluent men and
women in the US, UK and France. We have their testimonies because publishers
and/or newspapers thought their testimonies worth printing, and the librarians,
archivists, institutions and individuals in charge of preserving materials found
these testimonies worth preserving. In Trauma: A Social Theory, Alexander asserts
the importance of recognizing trauma as a social construction – as a story that com-
munities who have been collectively traumatized construct about themselves and

of Trigger Warnings’, Teaching Ethics 16/1 (2016): 17–35; Kate Manne, ‘Why I Use Trigger
Warnings’, The New York Times, 19 Sept. 2015; Devon Price, ‘Hey, University of Chicago: I
Am an Academic. I Am a Survivor. I Use Trigger Warnings in My Classes. Here’s Why’,
Medium, 25 Aug. 2016, https://medium.com/@devonprice/hey-university-of-chicago-i-
am-an-academic-1beda06d692e; Kate Elliot, ‘Are Trigger Warnings Just Another Trigger?’
Huffpost United Kingdom Blog, 20 Jan. 2017, www.huffingtonpost.co.uk/kate-elliott/trig-
ger-warnings_b_9017796.html?guccounter=1; Jack Halberstam, ‘Trigger Happy: From
Content Warning to Censorship’, Signs: Journal of Women in Culture and Society 42/2
(2017): 535–42; Katie Byron, ‘From Infantalizing to World Making: Safe Spaces and
Trigger Warnings on Campus’, Family Relations 66 (2017): 116–25; Shannon Palus, ‘The
Latest Study on Trigger Warnings Finally Convinced Me They’re Not Worth It’, Slate
Magazine, 12 July 2019.

80 Dominick LaCapra, Writing History, Writing Trauma (Baltimore: Johns Hopkins
University Press, 2001), especially chapter 3, ‘Holocaust Testimonies: Attending to the
Victim’s Voice’, 86–113.

81 LaCapra, Writing Trauma, Writing History, 95.
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what happened to them.82 His formulation of trauma emphasizes the extent to
which media, state and local institutions, and the individuals who are in power
within these shape testimonies and understandings of trauma. These narrations
of trauma necessarily omit things and are often one-sided in nature; social privilege
allows certain people to have their voices heardmore than others, evenwhile social
privilege does not always prevent trauma.83 In regard to the nineteenth century,
keeping this imbalance in mind is especially important, given that many musical
and verbal testimonies would have been performed orally but not necessarily writ-
ten down. This may have been especially prevalent in illiterate cultures, as well as
in cultures in which people did not want to leave awritten record of a trauma. Our
authors have recognized that the testimonial repository they have worked with is
ultimately incomplete; and yet, this incompleteness should not be a barrier to
research, but rather a consideration that haunts our work.

Even despite these challenges, identifying and examining music through
trauma before Charcot’s, Freud’s and Janet’s theorizations of the concept in the
late nineteenth century is an important project for music scholars to undertake.
Numerous historians and literary scholars have considered pre-twentieth-century
texts through the lens of trauma, acknowledging that, despite the fact that trauma
did not exist as a category prior to the late nineteenth century, people nevertheless
experienced suffering that wemight deem as traumatic, much of which emerges in
artistic representations, personal materials and chronicles of historical events.84

82 Alexander, Trauma: A Social Theory.
83 Alexander has addressed how social privilege and power affect the narration and con-

struction of trauma by drawing on Max Weber’s notion of ‘carrier groups’. For Alexander,
‘carrier groups’ are groups of people, for instance in the media, who have the ability to deter-
mine what constitutes trauma within a society and what traumas remain silenced. See
Alexander, Trauma: A Social Theory, 16–30.

84 Thomas Page Anderson, Performing Early Modern Trauma from Shakespeare to Milton
(Aldershot: Ashgate, 2006); Lisa S. Starks-Estes, Violence, Trauma, and Virtus in
Shakespeare’s Roman Poems and Plays: Transforming Ovid (New York: Palgrave Macmillan,
2014); Nancy Bradley Warren, ‘Owning the Middle Ages: History, Trauma, and English
Identity’, in Renaissance Retrospections: Tudor Views of the Middle Ages, ed. Sarah A. Kelen
(Kalamazoo: Medieval Institute Publications, 2013): 174–198; Gabriella Scarlatta, The
Disperata: From Medieval Italy to Renaissance France (Kalamazoo, MI: Medieval Institute
Publications, 2017); Scott Lucas, ‘Coping with Providentialism: Trauma, Identity, and the
Failure of the English Reformation’, in Images of Matter: Essays on British Literature of the
Middle Ages and Renaissance: Proceedings of the Eighth Citadel Conference on Literature,
Charleston, South Carolina, 2002, ed. Yvonne Bruce (Newark: University of Delaware Press,
2005): 255–73; Luke Demaitre, Medieval Medicine: The Art of Healing, From Head to Toe
(Santa Barbara, CA: Praeger, 2013); Jeffrey S. Theis, Writing the Forest in Early Modern
England: A Sylvan Pastoral Nation (Pittsburgh: Duquesne University Press, 2009); Jennifer
Spinks and Charles Zika, eds, Disaster, Death and the Emotions in Shadow of the Apocalypse,
1400–1700 (London: Palgrave Macmillan, 2016); Thomas Kristian Heebøll-Holm,
‘Apocalypse Then?: The First Crusade, Traumas of War and Thomas de Marle’, in
Denmark and Europe in the Middle Ages, c. 1000–1525: Essays in Honour of Professor Michael
H. Gelting, ed. Kerstin Hundahl, Lars Kjaer and Niels Lund (Farnham: Ashgate, 2014):
237–54; Alison K. Frazier, ‘Machiavelli, Trauma, and the Scandal of the Prince: An Essay
in Speculative History’, in History in the Comic Mode: Medieval Communities and the Matter
of Person, ed. Rachel Fulton and Bruce W. Holsinger (New York: Columbia University
Press, 2007): 192–204; Christopher Knüsel and Martin J. Smith, eds, The Routledge
Handbook of the Bioarchaeology of Human Conflict (New York: Routledge, 2014); Nell Irvin
Painter, Creating Black Americans: African-American History and Its Meaning, 1619 to the
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Within music studies, there has been no shortage of scholarly attention directed
towards conflict, crisis, illness and violence – all of which might result in psycho-
logical trauma – prior to the twentieth century.85 Despite the incredible richness
and importance of these studies, these authors have not utilized trauma theory
as a lens through which to consider the musical and sonic cultures and repertoires
that they investigate. We assert that trauma studies has much to offer music and
sound scholars working on auditory cultures of the pre-Holocaust past.

Trauma studies holds the potential to shed new and important light on a variety
of musical and social phenomena of the long nineteenth century, including musi-
cal Romanticism, the sonic experiences of war, music in colonial contexts and sonic
and musical performances of grief. By studying musical cultures with an eye
towards traumatic experiences and the ways in which these have manifested
and been constructed historically, music scholars can learn more about how and
why certain nineteenth-century musical movements, genres and performances
styles developed in the ways that they did. Moreover, the lens of trauma illumi-
nates why composers, performers and listeners made certain musical, social and
performance choices. In addition, trauma studies can provide critical contexts
for understanding the traumatic effects of music’s weaponization and sonic vio-
lence throughout history. Recent theorizations of how trauma gets constructed
in various historical, social and cultural contexts can provide music scholars

Present (New York: Oxford University Press, 2007); Thomas J. Brennan, Trauma,
Transcendence, and Trust: Wordsworth, Tennyson, and Eliot Thinking Loss (New York:
Palgrave Macmillan, 2010); Lisa Kasmer, Traumatic Tales; Yolanthe van den Broek,
‘Schuldtrauma: Narrating Guilt as Trauma in the Long Nineteenth Century’ (PhD diss,
Indiana University, 2018); Warwick Anderson, Deborah Jenson and Richard C. Keller,
eds, Unconscious Dominions: Psychoanalysis, Colonial Trauma, and Global Sovereignties
(Durham, NC: Duke University Press, 2011); Amina Butoyi Shabani, ‘History, Memory
and Trauma in Contemporary Afro-Latin American and Afro-Caribbean Literature by
Women’ (PhD diss., Indiana University, 2018); John B. Lyon, Crafting Flesh, Crafting the
Self: Violence and Identity in Early Nineteenth-Century German Literature (Lewisburg:
Bucknell University Press, 2006); Matthew Smith, The Nervous Stage: Nineteenth-Century
Neuroscience and the Birth of Modern Theater (New York: Oxford University Press, 2018);
Harold K. Bush, Continuing Bonds with the Dead: Parental Grief and Nineteenth-Century
American Authors (Tuscaloosa: University of Alabama Press, 2016); Jill Matus, Shock,
Memory and the Unconscious (Cambridge: Cambridge University Press, 2009); Diane Miller
Sommerville, Aberration of Mind: Suicide and Suffering in the Civil War-Era South (Chapel
Hill: University of North Carolina, 2018); Tim Armstrong, The Logic of Slavery: Debt,
Technology and Pain in American Literature (Cambridge: Cambridge University Press, 2012);
Marguerite Corporaal, Relocated Memories: The Great Famine in Irish and Diaspora Fiction,
1846–1870 (Syracuse: Syracuse University Press, 2017); Astbury, Narrative Responses; Peter
Starr, Commemorating Trauma: The Paris Commune and Its Cultural Aftermath (New York:
Fordham University Press, 2006).

85 Remi Chiu, Plague and Music in the Renaissance (Cambridge: Cambridge University
Press, 2017); Music and the French Revolution, ed. Malcolm Boy (Cambridge: Cambridge
University Press, 1992); David Whitwell, Band Music of the French Revolution (Tutzing:
Schneider, 1979); Paul F. Rice, British Music and the French Revolution (Newcastle upon
Tyne: Cambridge Scholars, 2010); Mark Darlow, Staging the French Revolution: Cultural
Politics and the Paris Opéra, 1789–1794 (New York: Oxford University Press, 2012); D.R.M.
Irving, Colonial Counterpoint: Music in Early Modern Manila (New York: Oxford University
Press, 2010); Eileen Southern, The Music of Black Americans: A History (New York: W.W.
Norton, 1971); Mark M. Smith, Listening to Nineteenth-Century America (Chapel Hill: The
University of North Carolina Press, 2001).
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with frameworks for understanding howmusic becomes amedium throughwhich
memory and experience come to be narrated. By reflecting on intersections
between music, trauma and sound in the past, we come to better understand
how music and sound operate as generators, repositories or mediators of trauma
in the present.

Significantly, numerous contributors to this issue illustrate that violent and trau-
matic phenomena that have often been thought to have originated in the First and
Second World Wars in fact were in existence for decades prior to these two global
conflicts. For example, Johnson-Williams highlights how concentration camps
invented and created by the British to imprison Afrikaner populations during
the South African War prefigured the better-known concentration camps of the
Holocaust. She then shows how sonic technologies of incarceration and social con-
trol shaped traumatic imprisonment not only during World War I, but also in
present-day prisons.86 Similarly, Brooks demonstrates thatmany of the French nar-
ratives of sonic-based trauma, as well as the medical categorizations for trauma,
that have frequently been associated with World War I experience, emerged 45
years earlier in the immediate wake of the Franco-Prussian War and the Paris
Commune. In revising previously held historical notions of the development of
trauma as a concept, as well as historical understandings of ‘modern’ technologies
of war, this issue’s authors aim to speak not only to musicologists, but also to his-
torians, art and literature scholars and social theorists.

Ultimately, we hope that this special issue illustrates the extent to which utiliz-
ing trauma as a lens through which to view and understandmusical and sonic cul-
tures and practices provides new ways of understanding nineteenth-century
history. By approaching the composers, performers, musicians and listeners of
nineteenth-century US, imperial Britain, and France with a focus on how war
affected their minds, bodies and the stories they told about themselves and their
enemies, we have revealed the important role that emotions, corporeality and
pain have played in history – including music history. Music and sonic histories
developed through attention to trauma thus bring to light the importance of turn-
ing to the audible – which is, of course, also the tactile87 – when asking questions
about historical, political and social events, and perhaps especially in instances of
war. In this way, we demonstrate with this special issue the significant link that
trauma can provide between researchers in a variety of disciplines.

86 For information on World War II’s sonic techniques of incarceration see, for example,
Shirli Gilbert, Music in the Holocaust: Confronting Life in the Nazi Ghettos and Camps (Oxford:
Oxford University Press, 2005); and Emily Roxworthy, The Spectacle of Japanese American
Trauma: Racial Performativity and World War II (Honolulu: University of Hawai‘i Press,
2008). For additional information on contemporary incarceration and sonic violence, see
Cusick, “‘You Are in a Place that is Out of the World”’; and Cusick, ‘Towards an
Acoustemology of Detention’.

87 Many scholars in music and sound studies, as well as in sociology, anthropology and
the hard sciences, have noted that sound is not only heard, but also felt in a number of ways.
For more information on this, see Nina Sun Eidsheim, Sensing Sound: Singing and Listening as
Vibrational Practice (Durham, NC: Duke University Press, 2015). For an approach to literature
on this topic, see Santanu Das, Touch and Intimacy in First World War Literature (Cambridge:
Cambridge University Press, 2005).

30 Nineteenth‐Century Music Review

https://doi.org/10.1017/S1479409822000039 Published online by Cambridge University Press

https://doi.org/10.1017/S1479409822000039


From Conversation to Collaboration: A Brief Contextualization of
this Special Issue

This special issue is the result of several years of formal and informal collaboration,
building upon our individual specialisations on the US, France and Britain. The
plans for this issue were laid as far back as 2015, when Meinhart began working
as a Fulbright Scholar with Bennett Zon in Durham University’s Music
Department and Centre for Nineteenth-Century Studies. With this support,
Morgan, Rogers and Meinhart came together in May 2017 to present at the
‘Conflict, Healing and the Arts in the Long Nineteenth Century’ conference that
Meinhart had organized. In the same year, Brooks and Rogers assembled a
panel on music and trauma for the 2017 meeting of the American Musicological
Society in Rochester, New York. The following year Brooks, Johnson-Williams,
Rogers and Meinhart presented early versions of the articles that would appear
in this issue at the ‘Music, Trauma, and the Medical Humanities’ Conference at
Durham University in April 2018, and all of the contributors to this special issue
presented their work on music and trauma in the long nineteenth century in a
roundtable at the 2018 meeting of the American Musicological Society in San
Antonio, Texas. In 2019 we continued these collaborative activities, presenting
the research that this special issue showcases at the 55th Annual Conference of
the Royal Musical Association at The Royal Northern College of Music in
Manchester, which engendered an invaluable response from Nicholas Reyland
that has indelibly shaped this editorial introduction, as well as each of our articles.
Importantly, we have shared our work in this special issue collaboratively at non-
music conferences as well, including the ‘Cities in Conflict’ conference at
University College Cork in June 2019 and the First World War Network’s ‘The
First World War: Past, Present and Future’ conference at Edinburgh Napier
University in the same month. Our collaborative work on interrelationships
between music, sound and trauma will not stop with the publication of this
issue, however: Brooks, Rogers and Meinhart have submitted a proposal to the
American Musicological Society to found a Study Group on the topic of music,
sound and trauma; Rogers, in conjunction with Cizmic, has submitted a special
colloquy on music and trauma to the Journal of the American Musicological Society;
and Rogers, Brooks and Meinhart organized the virtual conference ‘Music and
Trauma Studies: Interdisciplinary Perspectives’ in February 2021. Funded by an
Indiana University Presidential Arts and Humanities Conference Hosting Grant,
this conference included over 1,000 attendees and 150 presenters from across the
globe. We have also submitted a proposal to Oxford University Press to co-edit
an Oxford Handbook of Music, Sound and Trauma Studies.

However, in addition to these official channels in which we collaborated, our
informal conversations over the last several years have been just as fruitful in the
development of this special issue. Rogers, Brooks and Meinhart met at a First
World War conference at the British Library in 2014. As Rogers and Meinhart
began to develop this special issue, each recruited friends who were conducting
fascinating, cutting-edge research on relationships between music, sound and
trauma, resulting in a network that has grown each year. How our deepening
friendships have impacted our work positively cannot be emphasized enough;
in many ways, we see this special issue as a testament to the importance of friend-
ship, collaboration and interdependence in academic work – all elements of
research that, quite frankly, have not yet received the attention they should. This
special issue is the result of having many conversations over several years about

31Theorizing Trauma and Music in the Long Nineteenth Century

https://doi.org/10.1017/S1479409822000039 Published online by Cambridge University Press

https://doi.org/10.1017/S1479409822000039


how trauma theory might be helpful for our projects. Although some of us came to
special issue as experts in trauma theory, others took up this new corpus of dis-
course specifically for their projects for this issue, enthusiastically dialoguing
with those with more or different knowledge about trauma. Thus, we aim to
show with this issue that just about anyone can use trauma theory with a bit of
guidance and conversation, ingenuity and creative thinking – not to mention,
quite a bit of reading. Ultimately, we hope that this special issue offers readers a
new lens through which to view musical and sonic phenomena in and beyond
the nineteenth century, while also shedding light on the extent to which people’s
most difficult experiences and deepest feelings – and the violence and social ineq-
uities from which these so often arise – deserve continued careful consideration.

Ironically, it is somewhat fitting that we finish and submit this issue in the midst
of a global pandemic in which the current parlance for trauma has become even
more pervasive in everyday discourse. During this time, definitions of trauma
are being rapidly expanded and revised as people throughout the world struggle
with illness and death, lack of resources and protection, restrictions on freedom,
mass economic uncertainty, loneliness and greatly altered work and educational
environments. But as in the past, music and sound – from the daily or weekly
shout-outs for healthcare workers to musical productions created via Zoom and
shared through social media – once again are at the forefront of individuals’ and
communities’ responses to these traumatic situations.
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