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From the Editor

Dear readers, welcome to SEM Student News Fall/

for themselves. To varying degrees and approaches,

Winter 2017! This issue features a return to our

each one of them inquires into the intersections

themed format with a focus on sound and sensory

between sound studies, ethnomusicology, and the

studies and ethnomusicology. While not a first for

field of sensory studies more broadly; some, going

our publication, but certainly to a greater degree and

even further, surpass any clear boundaries between

befitting our multi-sensory theme, the present issue’s

these fields to reveal that everything we do as

contributions embrace multiple media. We retain our

ethnomusicologists fundamentally attends to what we

primary print medium but with the incorporation of

sense and how we sense (Howes 2015).

photographs and figures, the latter of which include

In my own research, I find myself particularly

links to externally hosted audio and video examples

inspired by the fields of sound and sensory

(several of which you can find on our new YouTube

studies. For starters, Steven Feld’s (2015) notion of

channel). I hope that we can continue to expand

acoustemology, the study of sonic ways of knowing

our publication and content beyond the limitations

and being in the world, or knowing-through and

of text and word, and that you, our readers and

knowing-with sound, has helped me to explore

contributors, can likewise engage with Student News

how sociocultural values and ideals are sense-able

on multiple fronts.

and knowable through musicking. Likewise, I am

The following contributions need little
introduction and will sound, show, speak, and move
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employing the notion of acoustemology to ask how
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. . . continued

senses are placed and places are sensed—heard, seen,

(153). Thus, the very notions of “sense” and “sensing”

felt, and so on—in and through musicking (Feld

have compound natures involving both sensation and

1996); and how the senses are critical to conceptual

signification, or feeling and meaning, which Howes

and ideological constructions and understandings of

suggests guards against reductionism. This makes a

performance spaces.

sensorial approach all the more valuable precisely for

As I have expanded my focus beyond the sounds

its adaptability in regards to the changing dynamics

of musicking to include kinetic (and by extension

of sociocultural spaces and practices. I hope that the

visual, among other) phenomena, I am developing

contributions in the present issue will serve as an

a conception of sound, movement, and sound-

example of this adaptability and encourage all of us

movement relationships as integrated and embodied

to consider and employ an explicitly sensory-attuned

ways of knowing. In approaching this integration, I

approach to ethnomusicology.

have likewise been encouraged by sensory studies

As you peruse this issue and contemplate our

and the idea that the senses are best understood as an

theme, I offer several questions that you might keep

interconnected network of perceptory apparatuses

in mind: How are local sensory perceptions shaped

directing the body’s total attention to itself in the

by the societies and cultures you engage with, and

world, not as separate, independent biological

how does sensory perception shape these societies

pathways (Potter 2008). This understanding calls for

and cultures in turn? How is sound studies adjoined

attending to how social and cultural values shape

with studies of musicking, and how does sound

the senses and, in turn, how ways of sensing inform

studies affect music studies (and vice versa)? And,

sociocultural practices (Howes and Classen 2014).

is such a synonymous parallel between sound and

Furthermore, and a little closer to home, Zoila
Mendoza, an advisor of mine at University of
California, Davis, has encouraged me to approach my

music appropriate when musicking is so much more
than sound?
I invite you to respond to this issue, and/or let

research with an understanding of a society’s sensory

us know your thoughts on our enterprise as a whole,

model, or sensorium—that is, the predominant

via email, listserv, social media, or the next in-person

senses that frame perceptual experience and the

gathering where Student News representatives are

intrinsic relationships between them—which in turn

present. Likewise, I encourage you to contribute

enables better understandings of local practices,

to our publication in one or more of the various

values, cognitive processes, and ways of knowing (see

manners we offer. And, in closing, please enjoy this

Mendoza 2015).

new, sound and sensory-themed issue.

David Howes (2015) observes that when we “sense
the world” we both “register it through the senses
and . . . imbue those registrations with significance”

Davin Rosenberg
University of California, Davis
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SEM Reports

announcements, calls, initiatives
By Davin Rosenberg (University of California, Davis)
This column draws attention to exciting ways you can get involved in SEM and related projects and sites
of activity. From conferences to publications, this column provides updates and information on becoming
more active and engaged as an ethnomusicologist. If you have announcements, calls, or new programs
that should be included in an upcoming issue, please contact us at semstudentnews@gmail.com.

Call for Applications: Researcher, SEM Student News
SEM Student News is now accepting applications for the Researcher position on its student-led team for a
term of at least four issues (two years). The start date for the position will ideally begin within one month
of the selected applicant receiving the position, in time for our Spring/Summer 2018 issue. Applicants
should be students currently registered in a graduate degree program and conducting music research in
ethnomusicology or a related discipline.
The Researcher is primarily responsible for assembling resource lists, complete with introductions and
annotations, for each issue of the newsletter. The resource lists include print publications as well as online
and other sources related to the issue’s particular topic/theme. Additional responsibilities include creating
and maintaining online resource lists under the Student News publication page on SEM’s website. These
are extended versions of the resource lists that appear in the newsletter and require semi-regular updates.
Applicants should be resourceful, experienced with various online publication catalogs and databases, and
familiar with Chicago Manual of Style formatting guidelines.
To apply, please send your CV along with a brief statement of your experience and interest (c. 250 words)
to semstudentnews@gmail.com no later than 8 January 2018.
Please feel free to request further information by contacting the editor and to share this call with anyone
who might be interested in the position.

Student Union Blog “Disciplinary Intervention” Translation Initiative
The SU blog is very pleased to announce a continuation of the SEM “Disciplinary Intervention for a
Practice of Ethnomusicology” statement. In their ongoing commitment to multi-lingual posts, several of
their contributors have translated the statement into Spanish, Chinese, and Turkish. They are extending an
invitation to any volunteers who would like to translate the statement into other languages.
If you would like to contribute your translation skills to this initiative, please contact the SU blog editors at
semsublog@gmail.com for more information.

continued on next page . . .
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Call for Papers—Special Issue of Action, Criticism, and Theory for Music
Education on Decolonization of Music Education
This special issue of ACT, edited by Guillermo Rosabal-Coto, Favio Shifres, and Daniel Gonnet, aims to
problematize ontologies, epistemologies, notions, hierarchies, curricula, pedagogical and research practices,
policy, as well as particular historical processes or cultural issues that reveal and challenge colonization of
territories, bodies, communities, and subjectivities in music education, beyond anticolonial statements and
critique.
In their groundbreaking article “Decolonization Is Not a Metaphor,” Tuck and Yang (2012) warn that
educational endeavors and social justice scholarship and activism may affirm and perpetuate colonization
when they fail to unveil and dismantle the origin and terms of colonial oppression. The inclusion of
Indigenous musical instruments and repertoire and non-hegemonic knowledge in curricula and practices,
and the advocacy for multiculturalism in classrooms, do not necessarily constitute acts of decolonization.
Research about Indigenous or marginal musics or communities—from an overtly Eurocentric, White
perspective—also falls short in accomplishing the objectives of decolonization. We invite critical
contributions, based on literature coherent with the geocultural contexts addressed, that avoid colonization
as interchangeable with any kind of social oppression or avoid the use of decolonization as a catch-all term.
While the guest editors’ geocultural location is the Global South, we acknowledge the importance of
healthy interchange and dialogue between different contexts and issues of colonization/decolonization. We
also welcome manuscripts that articulate decolonization in music education from the perspective of the
global North, such as (but not restricted to) (mis)representation and deprivation of resources and agency of
Indigenous and other marginalized populations, in connection with material and ideological conditions of
music production, teaching, dissemination and consumption, and research.

ACT mission and breadth: ACT publishes refereed and invited critical, analytical, theoretical, and policy
development articles of international interest that illuminate, extend, or challenge the Action Ideals of the
MayDay Group. Research based in and across a variety of disciplinary perspectives is thus encouraged and
welcomed: e.g., education, music, philosophy, sociology, history, psychology, curriculum. Frequency of
issues is determined by submissions, approvals, and technical preparation.
Languages: With the intent to favor discussion on decolonization through pluriversal knowledge, we
welcome articles that were previously published in a language other than English or in a venue not
generally accessible. Considering that most ACT readers are fluent in English, accepted manuscripts will be
accompanied by an English translation.
Peer review process: All submissions to ACT are subject to a rigorous process of double-blind peer review.
Final publication decisions rest with the editor (in light of reviewer recommendations).
Formatting: Please format submissions using the most recent edition of the Chicago Manual of Style’s
author-date system throughout. Endnotes are permitted. Audio and video materials are encouraged.
Consult a recent issue of ACT or contact the editor for more information, if required.
Abstract and keyworks: Submissions must be accompanied by a brief abstract (ca. 100–150 words) and a
short list of keywords.
About the author: Include a 100–150 word biography for each author. Please email manuscripts as
attachments to guillermo.rosabal@gmail.com, copied to vincentbates@weber.edu. The deadline for
submissions to this special issue of ACT is 1 January 2018.
Reference:
Tuck, Eve, and K. Wayne Yang. 2012. “Decolonization Is Not a Metaphor.” Decolonization: Indigeneity, Education & Society 1
(1): 1–40.

continued on next page . . .

Society for Ethnomusicology ©

4

SEM{STUDENTNEWS} Vol. 13, No. 2 | Fall/Winter 2017

SEM Reports
. . . continued

Ethnomusicology Translations

Ethnomusicology Today

Ethnomusicology Translations is a peer-reviewed,

Ethnomusicology Today is an SEM podcast

open-access online series operated by SEM for

series that represents a growing diversity of

the publication of ethnomusicological literature

publications embracing digital media formats

translated into English. Articles and other

in an effort to increase accessibility and

literature in any language other than English will
be considered for editorial review, translation,
and publication. Preference will be given
to individual articles published in scholarly
journals or books during the past 20 years.
As a central online resource, Ethnomusicology
Translations aims to increase access to the global
scope of recent music scholarship and advance
ethnomusicology as an international field of
research and communication.
Ethnomusicology Translations is now into its

public engagement both within and beyond
the field of ethnomusicology. Currently
available episodes feature short interviews with
ethnomusicologists recently published in the
journal, Ethnomusicology.
Most recently, episode 7 featured a discussion
with Marié Abe (Boston University), whose
article “Sounding Against Nuclear Power in Post3.11 Japan: Resonances of Silence and Chindonya” can be found in the Spring/Summer

sixth issue and can be accessed here. The latest

2016 issue of Ethnomusicology. Abe explores

publication features Abduvalī Abdurashidov’s

the Japanese musical advertisement practice

“The Formation of Ruboī Meters in Terms of

chindon-ya and how it has become politicized

Musical Rhythmic Rotations,” translated by

as the sounds of anti-nuclear street protests

Evan Rapport and edited by Richard K. Wolf. In

after the 3.11 nuclear disaster. Abe examines the

this article, Tajik maqom master and pedagogue

tensions between chindon-ya’s role in street

Abduvalī Abdurashidov approaches the problem

protests and the socially mandated practice of

of ruboī (a type of quatrain) versification from

the silence of jishuku.

the standpoint of music. He takes us step-bystep through the process by which he arrives

Forthcoming episodes will continue to feature

at the ruboī meters, with fascinating results

interviews and stories aimed at engaging a broad

that remind us of the interdependent nature of

audience interested in contemporary issues in

poetry and music.

global music studies.

The editors of Ethnomusicology Translations
are currently seeking nominations of

•

streaming on the SEM website

ethnomusicological articles representing a
wide range of languages and geographic areas.
Ethnomusicologists are encouraged to nominate

Listen to Ethnomusicology Today via

•

Subscribe to Ethnomusicology Today
through iTunes

articles by sending an email to Richard K.
Wolf, General Editor, at rwolf@fas.harvard.

To submit feedback or suggestions for future

edu. See SEM’s website for more details about

episodes, please contact Trevor Harvey at

nominations and the review process.

trevor-harvey@uiowa.edu.

Keep an eye out for SEM Student News Reports to stay informed on SEM calls,
activities, and events of interest to students. We periodically release SN Reports via
our social media pages, separate from our Fall/Winter and Spring/Summer issues.
continued on next page . . .
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Student Voices: Reflecting on the In-Between
a student union column

By Ana-María Alarcón-Jiménez (Instituto de Etnomusicología-Música e Dança [INET]; Universidade Nova de
Lisboa, Portugal)
With contributors and co-writers Efraín Rozas (New York University), María Gabriela López Yánez
(Goldsmiths, University of London), and You Nakai (New York University)
“Student Voices” aims to provide a space for ethnomusicology students to voice their thoughts and
concerns in relation to SEM Student News’ general topic. The makers of this space, Jessica Getman, Justin
R. Hunter, and José Torres (former members of the SEM Student Union's Executive Committee), have worked
hard to push this initiative forward. As the author of this column, my role is to find effective ways to open
this space to ethnomusicology students’ diverse voices. This column also aims to link Student News with the
Student Union (SU). Together, we are striving to collectively construct the SU as an open, available, and
caring resource for students. On behalf of all the passionate and hardworking volunteers who make up the
SU’s five different committees, I want to invite ethnomusicology students to participate in our Student Union.
We want to hear about your needs and concerns and to look for new
projects tackling issues important to you.

SU Leadership:

Dear readers, this is my last contribution to “Student Voices” before the
new Vice Chair of the SEM Student Union, as a duty of the position, takes
leadership of this column. For this final piece, I spoke with three researchers
whose academic training spans ethnochoreology, ethnomusicology, and
historical musicology. Their work further includes academic and nonacademic texts; performed, recorded, or written music/dance creations; and
musical/dancing objects. My three guests, and the actual co-writers of this
“Student Voices” column, are Efraín Rozas, María Gabriela López Yánez, and
You Nakai. Efraín is from Peru and recently obtained a PhD in composition
and ethnomusicology from New York University. María Gabriela is from
Ecuador and is currently finishing her practice-based doctoral degree
at Goldsmiths, University of London. And You is based in New York and
recently graduated from the doctoral program in Historical Musicology at
New York University.
The answers below consist of individually written responses to three
questions I posed via email exchange. In post-editing, we interwove María
Gabriela’s, Efraín’s, and You’s texts to advance a powerful conversation
regarding the main topics of this Student News issue: music, sound, and the
senses. Our three column participants hold diverse views and approaches
regarding their understandings of the terms “music” and “sound.” For

Jeremy Reed
Chair
Indiana University, Bloomington
reedjer@indiana.edu
Ana-María Alarcón-Jiménez
Vice Chair
Universidade Nova de Lisboa
anamaria.aj@gmail.com
Kevin Silwoski
Incoming Vice Chair
UC Riverside
ksliw001@ucr.edu
Liza Munk
Secretary/Treasurer
UC Santa Barbara
emunk@umail.ucsb.edu
Cali Alexander
Incoming Secretary/Treasurer
CU Boulder
caal5664@colorado.edu
Shumaila Hemanai
Member-at-Large
University of Alberta
hemani@ualberta.ca

example, You locates sound on the “periphery of music,” while Efraín
defines music “as a subset of sound.” Additionally, María Gabriela focuses
on emic understandings of the terms, drawn from her extensive fieldwork
on Afro-Ecuadorian dance practices in Ecuador’s Chota-Mira Valley,
where the term “sound” did not emerge. All three, nevertheless, coincide
in their understanding that “music” and “sound” are not to be approached
interchangeably and as synonymous with one another.
Despite the difficulties of being an “active” musician or dancer while
completing a doctoral degree, the three participants of this column have
found different ways of doing so. These practices have played key roles in
continued on next page . . .
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. . . continued

allowing them to think critically about their own particular topics. All in all, María Gabriela, You, and Efraín
elucidate the intricacies of writing about and making music/dance.

PART I: INTRODUCTIONS
Ana-María: As a way of introducing what you do: Do your scholarly and music/sound/dance-making creative
activities connect somehow? Why and/or why not?
You*: I’ve been making works as a member of No Collective, whose output has ranged from
music, dance, theatre, ghost houses,1 play scripts, performance art, video works, literature,
and so on. No Collective also recently started a publishing company called Already Not Yet
where we publish books and journals whose essence is very akin to that of our performance
works.
I used to perceive scholarly activities and “creative” ones as different, for the simple reason that my
involvement in academia was a way of getting money, whereas my efforts in art were a way of spending it. So I
considered the former as a day job I had to do (which I did all right, but more importantly, others recognized
more easily that I did all right) in order to support the accumulating expenses of the latter (which I thought was
more important than my scholarship, but whose accomplishment was also more difficult to comprehend and
required, understandably, more time for acceptance).
But at the same time, I hated the fact that I had to do something that did not interest me just for money, so I
always wished and strove to turn what I was doing in academia into something that is not entirely different from
making artworks. In other words, I tried to find ways to (secretly) approximate the works I produce in academia
to the works I produce elsewhere as “art.”
And I’ve largely succeeded in doing this—in two ways. Firstly, by conceiving of the production of each paper
or book, and to a lesser extent, of each presentation or lecture, as the fabrication of a performance apparatus
which enables a certain experience, or a series of experiences, for the reader and audience to go through. Because
after all, literature (which includes, or at least governs, the activity of writing/presenting scholarly papers) cannot
do away with the aspect of performance—of someone doing (or saying) something over time while others see/
listen. Secondly, more and more, I’ve expanded my own “creative activities” to include the production of books,
journals, and papers. Like I said, I even fabricated a publisher in order to specifically focus on this type of work.
Also, more recently, I have been working as a theoretical consultant, so to speak, tailor-making theories for
other artists, choreographers, and composers when asked for help (mostly for friends). These are theories that
I make up on demand, which I don’t necessarily believe in but do serve the needs of others. So to summarize, I
now write and publish books and papers, construct theories, and perform lectures both in and out of the narrow
confines of academia, as simply yet another form of “creative” output.
As a result, the major difference between these two kinds of activities—the “academic/scholarly” and the
“creative/artistic”—has become precisely that: the specific form of output. Scholarship is a creative activity where
the form of the end-result is in most cases text, whether written (books and papers) or enacted (presenting at
conferences and teaching). Otherwise, in terms of fabricating an apparatus which guides experience in one way

*I am substituting a portrait (drawn by my son, Aevi) for my headshot. There are several reasons for this,
but the most urgent is related to an ongoing piece called “X by Y,” where I send a stranger to act as “You
Nakai,” from the initial meeting with curators and all the way up to the actual performance/concert.
Thus, the work becomes a theatre piece for those who either know me or the person acting as me, while
presenting itself as (relatively) ordinary music for those who don’t. One critical condition for continuing this
piece is for me to have as little visual exposure on the internet or any other form of publication as possible.
In any case, the portrait captures fairly accurately how I look.
continued on next page . . .
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. . . continued

and not another, these two forms of activities are quite similar. In other words, writing a paper and composing
music are as different and similar as composing music and building a ghost house.
María Gabriela: Absolutely. I am an Ecuadorian practice-based PhD candidate and one
focus of my research is dancers’ sonic memories. I began to pay attention to the relationship
between dancing and sound during my MA research. The title of my dissertation was
“Beyond the Hips: The Afro-Ecuadorian Dance of Bomba in Chota-Mira Valley as a Shared
Experience.” This dissertation was the result of around eight years where a few friends from
the Ecuadorian artistic and research group “Grupo Itinerante de Artes Guandul” and I had
the opportunity to share with Afro-Ecuadorian dancers and learn about their way of living
and understanding their own dances. Although I considered my dissertation a contribution to the field of dance
scholarship, once I finished writing I realized the untranslatability of spoken words to written ones. I felt that
precious information was not taken into account when oral testimonies were transferred to paper. So for my PhD
I decided to work with oral history as an affective experience.
Thus, in my current research, I am interested in Afro-Ecuadorian dances not as a product but as a
dynamic process that has evidently followed structures other than those developed in written documents. As
an ethnochoreologist, I am especially interested on going beyond
the kinetic experience of dancing and widening the notion of
what dancing really means. For instance, it is clear that dancing
and memory are deeply connected. When I look at some of the
transformations Afro-Ecuadorian dances have had, especially in
staged performances where these and other dances tend to be
reduced to a fixed set of steps, I see that these transformations
are due to the fact that their relation with memory has changed
drastically. In a time when the passing of memories from old to
new generations is not as common as it used to be, I am interested
in understanding the role of the affective experience of speaking/
voicing/listening in the transference of these memories and how
the decrease of this experience has influenced the previously

As an ethnochoreologist, I
am especially interested on
going beyond the kinetic
experience of dancing and
widening the notion of what
dancing really means.

mentioned transformations.
In the specific case of the two Afro-Ecuadorian dances I am studying now, bomba and marimba, I am
developing “sonic pieces” of some Afro-Ecuadorians’ dancing memories as a way of highlighting not just their
semantic meaning but also the power of communication that specific rhythms, tones, sighs, laughters, pauses,
and even silence have. I am also interested in making audible the dialogue I have had with those voices all of
these years, this meaning, not just how some Afro-Ecuadorians have historically perceived their own dances
but also how I—as a mestizo-Ecuadorian—have embodied the process of going beyond the understanding of
bomba and marimba as a fixed set of steps—with which I grew up—to an understanding of these dances as
dynamic experiences totally related to specific contexts and that embody specific knowledges that have survived
throughout time. I aim to locate these sonic pieces in an “empty” space—in the sense of a space with no dancing
bodies—and in this scenario I also see the relation between dances and sounds as a way of symbolically making
“visible” the imminent decrease—and thus, the danger of disappearance—in the number of dancers that are still
connected with specific memories.
continued on next page . . .

Connect with the SEM Student Union on Facebook and the Student Union Blog.
Society for Ethnomusicology ©

8

SEM{STUDENTNEWS} Vol. 13, No. 2 | Fall/Winter 2017

Student Voices: Reflecting on the In-Between
. . . continued

Efraín: More and more, my musical, visual, and performance works are becoming the way I
express my theoretical interests. For me, the language used to convey an idea is not a mere
tool. The language or medium you use embodies a theory of knowledge with a history.
The language or medium, in many cases, expresses the theory more than the content itself.
A tool always carries an epistemology, a vision of the world. An obvious example is the
predominance of written prose in scholarly work, which says a lot. I do use text in my work
too, but as an accessory to other media.

PART II: MUSIC AND SOUND
Ana-María: Regarding the terms “music” and “sound,” do you use them interchangeably, as synonyms, and why?
Does this change when you are writing about music/sound/dance practices and when you are making music/
sound/dance pieces?
You: I understand music as a documentary of how time passes in a
certain way, an apparatus that thereby allows one to repeat a certain
form of experience (though always a pseudo-repetition at that)—in
other words, as a time machine (pseudo, yes, but all time machines
are pseudo). In comparison, sound is difficult to perceive, especially
now that we have acquired both the conceptual and technical means
to musicalize everything. In this sense, sound exists only on the
periphery of music and is perceived only once in a while (most often
when we are not paying attention).
Because I understand music as a time machine, and sound as
something extremely difficult to hear, I tend to perceive everything
I make as music, even when I am writing about it. Writing is simply

In this sense, sound exists
only on the periphery of
music and is perceived
only once in a while (most
often when we are not
paying attention).

music in an unforeseen format, which is also true about my works that
are perceived and registered as dance, theatre, ghost houses, etc.
The only reason the issue of music/sound can shift a bit when I am writing about them is due to the fact that
those two activities are usually only differentiated in the minds of other people. Whereas making music is often
perceived by others as music, writing about music is more than often not perceived as music (which also means
that the same difference arises between making dance as music and making music as music, for instance). When
the others don’t perceive what I make as music (but present, for instance, in the form of text or theatre), what
happens is that, structurally speaking, music attains a sound-like status in relation to the other, foregrounded
genre, whatever that is—as something that is there materially but perceivable only on the periphery. So only then
do music and sound become interchangeable. Since this is strictly conditioned by the differentiation that others
make in their mind often without knowing so, I approach and exploit such a moment of interchangeability as a
pedagogical occasion.
María Gabriela: In terms of writing about Afro-Ecuadorian dances, when I choose how to name things, I try
to follow as much as possible how people from whom I am learning refer to those things. So far, following the
ideas of some Afro-Ecuadorian writers, dancers and musicians, there is a clear notion of what music is. Marimba
and bomba are the names of percussive instruments that are part of music genres that have the same name
(e.g., marimba is the name of a xylophone-type instrument and also the name of a music genre in which that
xylophone-type instrument is included). Thus, marimba and bomba are also considered music. As for sound,
so far I have not known of any Afro-Ecuadorian referring to the word sound in relation to musical performance
continued on next page . . .
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or dancing. I locate the inclusion of the notion of sound within my research of Afro-Ecuadorian dances within
what the Afro-Ecuadorian historian and story-teller Juan García Salazar used to refer to as “la memoria nueva”
(the new memory), which relates to new ways of portraying and
disseminating Afro-Ecuadorians’ oral history, especially among
Afro-Ecuadorians themselves (García Salazar and Walsh 2017, 169).

. . . I use the word music as

In this context, I am specifically interested in the sonic memories—

a subset of sound, where

voices—of Afro-Ecuadorian dancers and the role these voices have
played in the permanence of Afro-Ecuadorian dances.

music is a valid concept

Efraín: I don’t use them as synonyms. I guess I use the word music

that comes from Western

as a subset of sound, where music is a valid concept that comes
from Western culture and sound a broader one that admits many
different meanings and not a fixed definition.

culture and sound a
broader one that admits
many different meanings . . .

PART III: SENSORIA
Ana-María: How do you conceptualize the senses, how many senses do you think there are, and how do both
of these things change depending on whether you are writing about music, doing field or archival research, or
making music/sound/dance pieces?
You: I don’t think senses are countable except when you wish to hold them accountable. I take allergies as the
primary model for thinking about the senses. Allergies are physical, often extreme and uncontrollable, reactions
to exterior substances. I’ve suffered with allergies since childhood, so I know a thing or two about them. And
one thing I know for sure is that they can suddenly appear, seemingly out of nowhere, just as they can suddenly
disappear, for no good reason. Allergy is what your body does to you unbeknownst to yourself, a phenomenon
that erupts on the periphery of what you consciously hold as yourself. Kind of like what sound is to music, but I
will get back to that.
In this sense, I regard the issue of senses as pertaining to the issue of influence (influenza). Senses are sensors
or catchers of influence, as allergies are bodily reactions to the same. But what is influence? I’ve been trying to
fabricate a theory of influence recently (only while on substance—“working under the influence”). The word
“influence” is derived from the term “in flux,” which was used by philosophers of Neoplatonism. This term
accounted for how the essence of a star is emanated in the form of light, shining on, say, a stone on our planet,
which then can be used to make a pigment to draw an image of a constellation on, say, the vault of a Renaissance
villa. The fundamental idea here is that the original essence of the star is preserved, materially but invisibly,
in this chain of emanation. People would see the visible images of constellation but would also be exposed
(often unknowingly) to the invisible influence of the stars. And it was this material yet invisible force of exterior
substance that became known as “occult”—as something that is there exercising its powers but not perceivable
as such. So senses, like what is sensed, are essentially occult. And that is why they cannot be counted or be held
accountable in a sensible manner (although one’s good nature may be revealed in how one reacts to things). The
mere belief in having a perfect grasp of your senses cannot prevent you from suddenly getting hay fever one day
and starting to sneezing uncontrollably. You can never really count (on) the senses for they are prone to catching
the flu. But at the same time, for better or worse, we can only make sense of the world by exposing such senses to
it.
In this sense, the difference between sound and music I described in the first question can also be
paraphrased as a matter of influence. Sound exists on the periphery of music—and precisely therefore, sound
influences music (occultly). However, if senses are what moves you in one way or the other, you could also think
continued on next page . . .
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of its mechanism as an invisible choreography. For this reason, I regard dance as the most important genre for
thinking about senses—music, sure, but isn’t dance what emerges when we are influenced by music?
When I am writing about music (or as music) or making music (as music) I concentrate on composing a
network of influences that the reader or listener is subjected to, whereas when I do field or archival research I try
to subject myself to as much influence as possible. So there’s a difference there—although I usually embed my
own self in the final form of work, deliberately making it impossible for me to hold an overview, so that I myself
am subjected to the same network of influences that my past-self conceived and fabricated—a form of selfinfection.
María Gabriela: I think that the number of senses depends on
where we locate the limits of each sense, and I think that limits vary
strongly in each specific experience, so perhaps I could say that each
specific experience includes a unique quality/quantity of sensorial
experiences. For instance, I think that tactile experiences cannot be
defined just as the act of touching between two or more beings, but
it must also include specific characteristics that vary on each context.
Within the dances I study, tactile experiences play an essential role,
but they are definitely not just about the act of touching but also
about how, to whom, and on which moment each specific tactile
experience occurs. Just by engaging with as much detail as possible,

I think that the number of
senses depends on where
we locate the limits of
each sense, and I think that
limits vary strongly in each
specific experience . . .

each dance can be approached sensorially. Also, within these dances,
there are certain senses that depend on one another to exist. For instance, tactile experiences among dancing
bodies depend on music and on listening experiences. Without the experience of listening/producing music,
dancing, and thus tactile experiences among dancers, rarely occurs. As for the sense of seeing, sometimes dancers
are so close to each other that the sense of seeing is not so important anymore (or maybe it is but just plays a
different role). However, it is essential in some other moments. For instance, in the Afro-Ecuadorian dance of
bomba in Chota-Mira Valley there is this dancing game called caderazo or cadereo (hip-pushing) which basically
consists of pushing the other dancers with one’s hips. Within this dancing game, seeing (the other dancers), hippushing, and listening depend on each other.
Efraín: Senses are a technology, an interface. And the way

Senses are a technology, an

we use and define them is also a battleground. Like any tool,
they embody an ontology, a theory of knowledge and an

interface. And the way we

epistemology, of which we can have more or less control. We

use and define them is also a

how we relate with reality on a cognitive level. For example,

battleground. Like any tool,

can decide to gain control over them or to let others define
the control of how we think of and experience the senses is one
of the main areas of interest for capitalism these days. Social

they embody an ontology, a

media, virtual realities, and new technologies are where that

theory of knowledge and an

frontier.

epistemology, of which we can
have more or less control.

negotiation and battle is taking place. The next bio-political
In broad terms, we can say that the concept of “sense”
itself comes from modernity. Even though the concept is
useful, it’s just one among many ways in which we can talk
about how we experience reality. “Senses” imply the idea that
there is a soul or mind driving the body. I don’t deny that,
continued on next page . . .
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but there are many other ways of talking about our experience, and they do not exclude each other. In my new
series titled Prosthesis and Myth, I talk about these issues and explore different ways of gaining agency over my
relationship with reality, including the senses.
“Do Robots Have an Ethnicity?” is the first installment of the Prosthesis and Myth series. I created a robot
that improvises with my own logic of rhythm, which is influenced by Latin American concepts of polyrhythm.
I wanted to create an interface that suits the way I relate with sound and time better than other interfaces out
there. Usually, sequencers use a Western notation score as the grid through which we think time. In my robot’s
brain there are many grids juxtaposed, moving all the time, and not one but two metronomes.
“I Enjoy the World” is the second installment of the Prosthesis and Myth series. It is a sound installation that
was the result of an experiment I did during six months exploring different mind and body states. The objective
was to re-code mysticism, to recover it as a form of agency and subversion, beyond official religions, ancestralism, or New Age. The six-month experiment dealt a lot with the way in which I was using my senses, my body,
my consciousness. Our senses, our minds, bodies, and realities are not a given—they are an arena where very
powerful forces, including us, are trying to gain control. ■
Reference
García Salazar, Juan, and Catherine Walsh. 2017. Pensar sembrando/sembrar pensando con el Abuelo Zenón. [To think sowing/to sow
thinking with grandfather Zenón.] Quito: Universidad Andina Simón Bolivar, Sede Ecuador. Ediciones Abya-Yala.
Endnote
1.
“Ghost house” refers to the piece “House Music (A): And The Rest of You,” first installed and presented by No Collective
at the Mikke Konohana Art Festival in Osaka, in November 2013. I was given as the site of my work an abandoned, two-storied
warehouse formerly used to grow silkworms. The first floor had a microphone in the middle of the room, with four small
speakers hanging from the ceiling, all surrounding the microphone. Any input to the microphone went to the four speakers,
set at maximum volume, through a 10-minute delay. The second floor was pitch dark with over 200 sound-activated chirping
bird toys placed on the former silkworm shelves that filled the space, as well as 10 mirrors of different sizes similarly scattered
around the room. At the back of the room was a motion sensor which activated the gating of the speakers downstairs. Given
this setting, visitors would first try out the microphone on the first floor and, upon seeing that nothing is happening, proceed
to the second floor, activating the bird toys with their own presence in the room, as well as feeling the invisible (because of the
darkness) yet undeniable presence of “others” in the room produced by their own reflection in the mirrors. If they continued
exploring the room, they could accidentally activate the motion sensor thereby letting any sound that entered the microphone
10 minutes ago—which in most cases were their own voice—to be played from the speakers downstairs at maximum volume.
Thus all the ghostly phenomena encountered in the house were the visitors’ own reflection—their own presence in the house
produced and activated the ghosts. The sound system stored the input from 10 minutes past for only 15 minutes and then
discarded the memory to reset itself for the next visitor (the bird toys also only chirped for 20 seconds). As a result of this
mechanism, when the flow of audience increased and the speakers were continuously activated, feedback would occur and
accumulate between the microphone and the surrounding speakers. This happened towards the end of the two-day festival
as more and more people came and feedback at maximum volume accumulated to an alarming degree, until the frightened
neighbors called the police who came and forcefully shut down the installation for us, just five minutes before the planned
closing time. Photographs of the installation can be seen here: http://nocollective.com/ha.html.

Efraín Rozas is a Peruvian musician and researcher specializing in the combination of new technologies
with Latin American genres. He holds a PhD in composition and ethnomusicology from New York
University funded by the McCracken fellowship. Rozas has published the book/video documentary
“Fusión: a soundtrack for Peru” and has released several LPs internationally via Names You Can Trust, the
Ethnomusicology Institute of Peru, the Embassy of Spain in Peru, and Buh Records. Rozas has performed
at the Brooklyn Museum, Queens Museum, Lincoln Center, and played nationally and internationally with
his experimental salsa band La Mecánica Popular; venues include the Central Park Summerstage Fania
Records 50th anniversary in New York, Levitation Festival, and Festival Cultura Libre. Rozas has worked as a
continued on next page . . .
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professor at New York University and is a consultant for several institutions, including the Ministry of Tourism
of Peru. He has hosted and produced radio for 10 years with his program La Vuelta al Día en 80 Mundos.
The BBC, CNN, Washington Post, Daily News, and NPR’s Soundcheck have all featured Rozas’ work. More at
www.efrainrozas.com.

María Gabriela López Yánez is an Ecuadorian ethnochoreologist, dancer, and choreographer. She
pursued her MA in performing arts with specialization on ethnochoreology at University of Malaya (Kuala
Lumpur, Malaysia). Currently, she is a practice-based PhD candidate at the Department of Theatre and
Performance, Goldsmiths, University of London. In her practice, Gabriela focuses on non-Western dances.
In the last few years, she has been training mainly with the Indian classical dance of kathak and Sufi
dances. She is also interested in finding ways of representing Ecuadorian dances that go beyond visuals.
As a practice-based PhD candidate, her focus is on Afro-Ecuadorian dancers’ sonic memories as affective
experiences that could communicate the social and historical context of these dances. As the Liaison
Officer for Ecuador for the ICTM (International Council of Traditional Music and Dances), she has presented
her research widely in Ecuador, the UK, China, Kazakhstan, Ireland, Austria, and Malaysia.
You Nakai conducts research on experimental music, post-dance, theatricality, and other curiosities and
reports his findings in the form of academic papers and books. Most recently, he has spent considerable
time studying the music of David Tudor, for which he obtained a PhD from New York University in 2016 and
is now writing a book called Reminded by the Instruments: David Tudor’s Music under contract with Oxford
University Press. You also fabricates music(ians), dance(rs), theatrics, picture books, ghost houses, ad-hoc
theories, and other forms of work as part of No Collective (http://nocollective.com), which was featured
in Leonardo Music Journal (MIT Press) as one artist doing interesting things with technology today, and the
publisher Already Not Yet (http://alreadynotyet.org), which still has no accolade to call its own.

SEM Student Union Blog
The SEM Student Union (SU) is composed of the society’s student membership
and serves as a resource and voice for students in the society. We are an intrepid
group at different stages in our education and all ridiculously excited about
ethnomusicology. In this blog, we share our experiences of music, education, and
life.
Please join us and share your musical stories at semstudentunion.wordpress.com,
and email us at semsublog@gmail.com.
The SU blog also features a variety of series, including:
• Ethnomusicology and Parenthood
• In Discipline: Talks from the European Side
• From the Field
• Textbook Review
• Ethnomusicology Student Groups
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A response column by Davin

For this issue, we asked a select group of professional scholars
engaged in sound and sensory studies for any insight they could
provide to students interested in sensory-attuned research. Our
respondents, Deborah Kapchan and Tomie Hahn, graciously
took up this offer to discuss various possibilities, benefits, and
challenges that a sensory approach to ethnomusicology invites.
Their contributions below suggest how we, as student and
working scholars, might introduce such an approach to our own
research.

The Challenge of Bi-Sensoriality
Deborah Kapchan:

Rosenberg, with respondents:
Deborah Kapchan (New York
University) and Tomie Hahn
(Rensselaer Polytechnic Institute).
At SEM Student News, we try to
address the most pressing issues
and diverse research fields for
our student body and broader
readership. Want to get advice
and insight from our network

In many ways, ethnomusicology

of peers, colleagues, and

has long been a sensory-attuned

mentors? Email your questions to

discipline, encouraging as did
Mantle Hood in 1960, a bi-

semstudentnews@gmail.com.

musicality. Hood cautioned
against the mind/body split:

humanities and a subsequent cultivation of respect

the ability to compose without feeling, to observe

for other sensoria, other ways of being. The challenge

and analyze without embodied participation. Such

this poses, however, is in the translation of realm to

divisions were naturalized half a century ago.

realm, ontology to ontology: what kind of writing

Indeed, the academy was built upon maintaining the

can evoke other knowledges without constructing

difference between knowing and being, analyzing

worlds built on empathic imagination that passes

and doing. This was the foundation of the scientific

for “reality” while continuing to privilege human

method and rational objectivity and still haunts

interpretation? Does the translation of other sensoria

researchers and research today.

and ontologies into language necessarily colonize and

But what is repressed in order that a non-sensoryattuned research becomes conceivable at all and
why? What configuration of the senses structures

violently reduce them? Perhaps we need another kind
of language. Perhaps scholars need also to be poets.
Being bi-musical—fluent in the lived sound

the perception of the researcher (Howes and Classen

aesthetics of another culture—is a labor that requires

1991, 260; cf. Ingold 2011)? Is it possible to become

long and dedicated apprenticeship. Being bi-sensorial

aware of our own perceptual and aesthetic apparatus?

(or multi-sensorial) likewise requires attentive study

Is it also possible to learn to inhabit another

and practice, immersion, and often discomfort.

sensorium, to in effect cultivate a bi-sensoria like one

Lingering in that space of discomfort—between styles

cultivates a bi-musicality? And if the answer to that

of aesthetic being, between perceptual modalities—

question is yes, why do so, how, and what are the

demands letting go of habits, beliefs, preconceptions.

ethical implications?

More than fifty years after Hood wrote “The

Consider this possibility: If humans can listen to

Challenge of Bi-Musicality,” scholars of music and

and learn the sound worlds (acoustemologies; see

sound now assume that both sounding and listening

Feld 2015) of other humans, might they also listen to

are methods of knowing, and that method and theory

and learn the sound worlds of non-humans (animals,

cannot be ethically severed. How we listen, learn, and

plants, and by extension elements, objects, spirits;

sound determines what we hear, know, translate, and

see Feld 1980, Guerts 2003, Jackson 2015, Kohn 2013,

transmit. Style and aesthetics are not worldviews, but

Povinelli 2016)? One benefit of such an endeavor is
the decentering of humans in the social sciences and

continued on next page . . .
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actual material worlds. How enter? The very short

press (Hahn, forthcoming), to further muck and muse

answer to the prompt is what my music teacher told

about the quandary.1

me in 1982 when I was about to go live in Morocco
for the first time: “Let it get into you.”
References
Hood, Mantle. 1960. “The Challenge of Bi-Musicality.”
Ethnomusicology 4 (2): 55–59.
Howes, David, and Constance Classen. 1991. “Conclusion:
Sounding Sensory Profiles.” In The Varieties of Sensory
Experience: A Sourcebook in the Anthropology of the Senses,
edited by David Howes, 257–88. Toronto: University of
Toronto Press.
Ingold, Tim. 2011. “Worlds of Sense and Sensing the World:
A Response to Sarah Pink and David Howes.” Social
Anthropology 19 (3): 313–17.
Feld, Steven. 1980. Sound and Sentiment: Birds, Weeping,
Poetics, and Song in Kaluli Expression. Philadelphia:
University of Pennsylvania Press.
Guerts, Kathryn Linn. 2003. Culture and the Senses: Bodily
Ways of Knowing in an African Community. Berkeley:
University of California Press.
Jackson, Michael. 2015. Harmattan: A Philosophical Fiction.
New York: Columbia University Press.
Kohn, Eduardo. 2013. How Forests Think: Toward an
Anthropology of the Human. Berkeley: University of
California Press.
Povinelli, Elizabeth A. 2016. Geontologies: A Requiem to Late
Liberalism. Durham, NC: Duke University Press.

Noticing Transmission: Knowledge Building(s)
Many educational settings build structures that
organize our experiences of the world, art, and
information. I want to use just such a setting to draw
attention to the continuum of information flow in
order to problematize small-to-large organizations
of knowledge or corporeal structures. On one side
of the continuum we encounter the subtle details of
ephemeral sensory information transmitted through
bodies—between performers or teacher and student.
On the other end of the spectrum are the large-scale

Transmission, the Senses, and Mud*
Tomie Hahn:
While newly arising in the

structural patterns of moving bodies, such as the
design of pathways on a college campus or highways
for vehicle travel.
Standing central to the entire transmission

academic stream of methods,

affair is the body—with the senses transmitting

conducting sensory fieldwork

the flow of information. Culture and upbringing

appears paradoxical—I have never

color our worlds. As human beings, our selective

been able to compartmentalize

sensory awareness at any given time, influenced by

sensory modalities. As humans,

cognitive filtering and enculturation, shapes how

we reside in bodies that sense. We orient ourselves in

we attend to the stream of information around us.

time and space with others and with objects. Cultures

Cultural hierarchies of the senses, as well as personal/

introduce fascinating sensory customs, ways of being,

individual filters, affect the transmission of particular

and challenges. Our personal experiences shape who

sensory information (see Classen 1993; Howes 1991,

we are. Has academia specialized us away from the

2005; Pink 2009). These filters problematize notions

larger sensational frame? Mucking around in mud

of sensory “translation,” or how we make sense of our

offers such a wealth of sensory diversity; why narrow

experience.

observations to one sensory modality? I offer the
following passage, drawn from a chapter currently at

*Photos courtesy of Tomie Hahn ©
Society for Ethnomusicology ©

Academia shapes our environment and the
structures of knowledge flow. Regarding the design
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of campuses, architect Gregory Kessler (2011) keenly

people, those working within traditional academic

observed, “The built environment communicates

parameters of intellectual research or theory.

ideas, values, and beliefs that reflect the material

Curious. This further obfuscates the organization

culture of our civilization. In this way, our spaces

of knowledge flow. Campus designs often mirror a

and places can be understood as a language of

conventional notion of the philosophical mind-body

communication in the same way that our written and

split, even in the face of contemporary theories of

verbal language allows us to communicate with each

embodied cognition, in which the brain is not the

other” (75). I would like to expand Kessler’s statement

sole keeper of knowledge. The entire body holds

to include the time-based, ephemeral arts by positing

knowledge.

that the built environment also communicates

But you get my point: when the sensory modes

the non-material culture of our civilization. The

are compartmentalized in the academic arena, we

organization of university campuses shapes the flow

lose the perspective of the humanity—the diverse

of our movements, juxtapositions of buildings create

social and cultural qualities of being human—of the

associations, and populating these living spaces

whole expressive, sensory being. In everyday life,

shapes knowledge and the valuing of this knowledge.

the senses are not discrete. There is a great deal of

It is vital to understand how our academic

sensory overlap—perhaps the greatest examples

cultures have compartmentalized the sensory order

appear in the connections between smell and taste,

of our studies of expressivity and the acquisition

or sound and touch. So why do we compartmentalize

of knowledge in general. The campus maps out,

them in academia or even in many artistic practices?

or reconfigures, our bodies and research: people

Understandably, there are practical and formal

who study music, “ear people,” are “housed” in one

reasons, as well as spatial concerns. Yet I feel it is our

building; the visual arts or “eye people” generally

responsibility as artists and scholars to identify the

work in a different building; and dancers or others

structures that shape our lives. Collaborating across

who move their entire bodies inhabit yet another

disciplinary or practice boundaries is one way to

building. Additionally, in some universities, people

reconnect divisions—yet only collaborations that

who create art make their work in locations on the

integrate the senses/arts/research in deep ways will

margins of the campus and distant from the “head”

counter and reconstruct such structural forces.

continued on next page . . .
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I offer that it’s essential to pull back the structural

www.pcah.us, for the forthcoming book The Sentient Archive:
Bodies, Performance, and Memory to be published by Wesleyan
University Press.

frames—and, in taking notice, to seek out, write
about, and be creative with the knowledge we
embody. There’s creative movement, sound, visual,

References

and other sensory expressivity in our everyday lives.

Classen, Constance. 1993. Worlds of Sense: Exploring the Senses
in History and Across Cultures. London: Routledge.

I beg that we take notice. Observing context and
structure is key.

Hahn, Tomie. 2017. “Arenas of Sense—Monster Truck Rallies
as Cultural Performance.” In Cultural Performance:
Ethnographic Approaches to Performance Studies, edited
by Kevin Landis and Suzanne MacAulay, 54–66.
Hampshire, UK: Palgrave Macmillan.

Sound Minds and Bodies
I find that sound studies soundly addresses an
immersion of the body. I close with, oddly enough,

———. Forthcoming. “Stalking Embodied Knowledge—then
what?” In The Sentient Archive: Bodies, Performance, and
Memory. Middletown, CT: Wesleyan University Press.

optics from a Monster Truck rally. I wish I could
include how the soundscape imposes the “feel” of
sound, but even a recording cannot suffice. Decibel

Howes, David, ed. 2005. Empire of the Senses: The Sensual
Cultural Reader. Oxford: Berg.

levels cannot permit the transmission of the
overwhelming, inspiring, and yes, moving experience

———, ed. 1991. The Varieties of Sensory Experience. Toronto:
University of Toronto Press.

of a 10,000 pound vehicle floating in space (see Hahn
2017). Suffice it to say: it’s loud and your body stirs.

Kessler, Gregory A. 2011. “Designing with a Visual
Language: Elements and Ordering Systems.” In The
Built Environment: A Collaborative Inquiry into Design
and Planning, edited by Wendy R. McClure and Tom J.
Bartuska, 75–83. Hoboken, NJ: John Wiley & Sons.

Mud abounds. ■
Endnote
1.
Parts of this essay are drawn from a chapter titled
“Stalking Embodied Knowledge—then what?” and
commissioned by the Pew Center for Arts & Heritage,

Pink, Sarah. 2009. Doing Sensory Ethnography. London: Sage
Publications.

SEM Student News Archives
SEM holds an archive of past SEM Student News issues. We have covered many
topics, including decolonization, the job market, publishing, health, diaspora,
interdisciplinarity, funding, and more.

Hello from Malang, East Java,

Company (VOC) and Dutch colonists, eager to enjoy

Indonesia. Davin, thank you for

the cool climate and productive agriculture of the

asking me to write a greeting for

Reading, Decolonizing: Some Resources from Many Perspectives 42
Our Staff 44
Cover Image: “Be a Good Girl” by Tania Willard (Secwepemc Nation)—see page 41

Welcome to Volume 12, Number 2, of SEM Student

Thus, I hope that you, our colleagues and readers,

News! This is my first issue as editor and thus an

will open yourselves to the various critiques and

area. Located in East Java, Malang is now a bustling

important one for me, but it is also a significant

perspectives presented here, consider them with and

the summer 2017 issue of SEM

city of 40 universities. It lies two hours south of the

one for our newsletter, society, and field as a whole.

against your own work and experiences, and reflect

metropolis, Surabaya, one of the busiest port cities

Decolonizing ethnomusicology, as the following

on the Marine Silk Road, and about two hours east

voices advocate, is as pressing a concern and project

and praxes into the spaces we negotiate on a daily

is the horseshoe of coastal East Java towns that I also

as it has ever been—(post)colonialism and its legacies

basis.

want to visit. Malang is surrounded by mountains, the

pervade our daily lives, from the classroom to the
field, wherever that may be.

of the themes from my last “President’s Column”

have been told that the city has also been a repository

In addition to contributions submitted in
response to our call for submissions, this issue of SEM

Our initial call invited critical discussion of

Student News features two cross-publications from

for the SEM Newsletter: “Notes from the Field ~ The

for convicts and ne’er-do-wells due to the difficulty

ethnomusicology as a field and practice, asking

a special issue of Ethnomusicology Review/Sounding

Ethnomusicologist’s Rite of Return” (Rasmussen

of mountain travel to and from the destination,

contributors to draw attention to the significance

Board dedicated to the Pulse nightclub shooting in

2017).
Malang, historically encompassed in the
Kanjuruhan and Singhasari Kingdoms, beginning in

and thus has a character of multiculturalism and

of diversity in perspectives and representation.

Orlando, Florida. Their issue features a range of

independent resistance.) One might compare

Furthermore, it encouraged reflexive critique of

reflections on the tragedy and its implications for our

Malang to Boston, for its universities, to Australia

our positions, roles, actions, responsibilities, and

work as ethnomusicologists. Likewise, Ethnomusicology

the 8th century, and later subsumed by the Majapahit

for its legacy of prisoner exile, and to New England

relationships within the communities where we are
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Kingdom and then by the Mataram Sultanate,

or Washington for its hillside orchards. I compare

engaged as graduate students and ethnomusicologists.

News editorials on decolonizing ethnomusicology. We
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anthropologists concerned with
music as a cultural phenomenon
were an important driving force in
the foundation of our Þeld. But
ethnomusicology’s history has
always been more complex and far
ranging than that, with scholars
from a wide array of backgrounds
making contributions to our
literature, and that is even more
true today. The interdisciplinarity
at the origin of our Þeld helps us
to remember a fact that scholars
from other areas often have to
work hard to understand: a
discipline is not best deÞned as the
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Sites of Convergence

study of a set of natural-kind
things-in-the-world (such as
invertebrates or stars or minds) but
rather as a group of people
working in concord or conßict to
try to grapple with some facet of
existence. Why, for example, are
sociology (the study, perhaps, of
society) and anthropology (the
study of humanity) different
disciplines? It is certainly not
because “society” and “humanity”
are cleanly separable phenomena
that require distinct methods of
study and therefore distinct
continued on next page...
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Welcome, dear readers, to the sixth
volume of SEM Student News,
devoted to the topic “digital
ethnomusicology.” To begin, a few
questions: What kinds of spaces do
you converge in? Where do you
loiter? Where are your sites of
interaction, contemplation, and
procrastination? Is it in a grad
lounge, a coffee shop, a friend’s
basement, a kitchen? And while in
these locales, are you also in another
world, a digital world, consuming,
uploading, downloading, or wading
through the likes of Facebook,
YouTube, JSTOR, or Soundcloud? I
have to admit that by modern
standards I may be a bit of a luddite.

Or at least a semi-luddite, who owns
an iPhone 3G with outdated apps
and who doesn’t sync anything (the
cloud freaks me out). I’m a moderate
Facebooker, and I do depend on the
Internet for my daily routine—emails, Young and the Restless
updates (don’t judge), hockey scores,
guitar tabs, the Māori online
dictionary, and the sea of online
academic literature that makes up a
substantial part of ABD life as I gear
up to write my dissertation. And if
my research were about the Internet?
I can only imagine how the hours
spent digitally would multiply.
As I write now, I am Òin the ÞeldÓ in

For this volume, we focused on the
trajectories between music

1!
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And as I begin to think of life postPhD and prepare to enter the job
market, I am ßooded with questions
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Welcome to the Þfth issue of SEM
Student News! As we enter our third
year of publication, we wanted to
start it off by breaking the silence on
a pressing issue affecting us all: our
health.
From malaria to sleep deprivation to
chronic stress to addiction to
performance-based injuries to
maternity leave, our work as
ethnomusicologists both affects and
is affected by our health in profound
professional and personal ways. And
yet, though most of can easily name
a number of colleagues, mentors, or
friends in our Þeld whose health has
become an issue, we seldom talk

Society for Ethnomusicology ©

about our health in professional
settings, with the exception of, as
Prof. Ellen Koskoff writes in our
Dear SEM column, the
legendaryÒethno street credÓ gained
from surviving a life-threatening
infectious disease while in the Þeld.
Why is this? Perhaps our health is
deemed too private and personal an
issue for the public setting of our
institutions, to be dealt with largely
on our own. Many of us may fear
that turning to our mentors, student
health centers, counseling services, or
disability services for health advice
will damage our reputation as
intellectual, capable, savvy, with-it

cover image provided by kozzi.com

We hope this volume truly speaks
beyond borders and opens up
conversations for us all to be better
scholars, students, and teachers. *
By Justin R. Hunter
(University of Arkansas)
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and social engagement is one I
constantly face in both my
professional and personal lives.
Colleagues often ask me why I
bother with all the ethics reviews,
community meetings, and
collaborative editing. Community
members often ask me why my
work should matter to them, what
greater purpose I can serve, and
what results I can guarantee. How
can we reconcile these two oftenopposing positions, and foster a
productive and meaningful
dialogue that not only facilitates

Discerning Diaspora 9
Diaspora, Globalization, Transnationalism, Oh My! 10
The Fate of Diaspora 12
The Diaspora Nyunga Nyunga Mbira 13
Songs of a Lost Tribe 14
Diaspora and Technology 15
Towards an Ethnography of the ‘Diaspora’ 17
Reflections on Multi-Sited Ethnographies:
An Interview with Deborah Wong 18

information for cover image found on page 24

that “home”—my knowledge base
of these issues has grown in
editing this volume. It is my hope
that yours will too. I am pleased
to say that we had numerous
responses to our calls for
submission, and we look forward
to continued engagement with
both student and professional
ethnomusicologists. For this
volume, the discussion on
diaspora took many forms and
each editorial brings to light
questions regarding both
communities’ positions as well as
the researchers’ positions
concerning “diasporic” identity.
This volume’s cover image is a
prime example. The Mardi Gras
Indian traditions in New Orleans

!1
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Many of our teachers and mentors
are conducting community-based,
collaborative research and writing
that speciÞcally seeks to address
this question. And yet, so many
times we hear how experimental
writing, social engagement, or
public scholarship had to wait until
they were post-dissertation, postjob, post-book, post-tenure, post-Ihave-already-proven-myself-as-ancontinued on next page...
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As many of us begin to consider
our futures outside of graduate
school, the recent effects of a
downtrodden and transforming
economy have led us to question
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In this issue, youÕll Þnd critical
discussions of the economy and
student labor, as well as job market
advice from our mentors and peers
geared to help you navigate and
plan your future careers.
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Once again, we welcome you to
another edition of SEM Student News.
Vol. 8 covers a wide array of
viewpoints on a subject we all tackle
while pursuing higher education:
funding. The responses you will find
in this volume from scholars and
students raise varied questions from
the logistics of funding to the broader
implications of academic budget cuts.
From choosing a program of study
based on financial packages to
considering student debt and family
concerns, funding is a complicated
matter. Though this is a topic of
discussion among peers, we rarely
find ourselves engaged with the idea
of funding as a part of coursework.
Many programs may discuss the
“how to’s” of grant writing, but

By Dr. Beverley Diamond (Memorial University)

!1

Warmest Regards,
The SEM{StudentNews} Team
semstudentnews@gmail.com

At SEM Student News, we value
your voice. Come meet our staff at
the Student Concerns Committee
meeting on Thursday, Nov. 17 at

1
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Student Issues: Publishing
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Paper Labor: A Guide To First Publications 7

Our Staff 17

often the search for funding is so
narrowly focused it becomes an
isolating and self-guided project.
Though we cannot provide the
perfect formula for obtaining
funding, here we can ponder issues
to consider in your search.
Too often students (and scholars)
become overwhelmed and feel
potentially belittled by the process of
rejection. But, as you will read in the
Dear SEM column, Dr. Anthony
Seeger suggests thinking of the process
as casting many fishing lines. A huge
number of lines may be cast, but once
the “big one” comes in, it makes up
for the fatigue and disappointment.
We hope this issue is full of useful
thoughts to consider while you begin,
or continue, to cast your lines.

!
!

!

This issue also marks a significant
shift in the life of SEM Student News.
Our founding editor, Lauren
Sweetman, is stepping down with
the completion of Vol. 8. Her time
spent developing this publication has
made significant strides in voicing
student concerns within, and indeed
beyond, SEM. Her attention to
detail, level of professionalism, and
long hours spent making SEM
Student News what it is are a
testament to her four years of
service. As the incoming editor, I bid
a hearty thanks to Lauren for her
patience and trust in me to take over
the reins of this important canon for
the students of SEM. *
By Justin R Hunter (University of
Hawai‘i at Mānoa)
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Welcome to the second issue of
SEM Student News! We hope you
are all able to enjoy some rest and
relaxation after a long academic
year. To recent graduates,
admittees, comps-completers, and
grad school survivors, we offer our
heartfelt congratulations. To those
still slogging through readings,
papers, and summer programs, we
wish you sleep, caffeine, and
humor. And to those of you in the
Þeld, we wish you safe and
productive journeys!
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Our First Issue!

a letter from the editor
By Lauren E. Sweetman (New York University)

a letter from the staff

12:30pm. Let us know what you’d
like to see in our future pages, and
learn how you can be a part of the
team. Not going to SEM? Send us
an email or post on our Facebook
page. We look forward to hearing
from you!

!!
!!
!!
!!
!!
!!
!!
!!
!!
!!
!!

Funding Matters
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SEM Student News
now has a
Facebook page!
‘Like’ us to receive
our updates and
calls for
submissions, and
become part of the
larger student
community!

An oﬃcial publication
of the Society for
Ethnomusicology

a letter from the incoming editor

do with living in balance, not simply preventing or
eradicating the cause of illness. I’ve had to learn more
deeply about the biopolitics of colonialism and
imperialism where not all bodies are grievable.
Ethnomusicologists understand the potential that music
and dance have in treatment, as means to animate both
body and creative spirit, to survive trauma. Do we pay
equal attention to the fact that sound can inflict pain?
I am also eager to see whether contributors to
this newsletter will write about the potential cross talk
between the two themes. The emotions that listening
invokes, the expansion of sensory intensity (in trance, for
instance), and the entrainment of bodies in performance
—all are topics in cognitive ethnomusicology that cross
over to medical ethnomusicology.
Congratulations to the staff of SEM Student News
for creating such a dynamic publication. Thanks for
bringing these two themes together. *

An initiative of the
Student Concerns
Committee of the
Society for
Ethnomusicology
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Welcome Back!

a letter from the staff

what we will do with our
ethnomusicology degrees, and how
we will do it.

Welcome!
A Letter from the SEM President 1
Student Voices 2
SEM Reports 3

SEM{STUDENTNEWS}

IN THIS ISSUE
Welcome!
Letter from the Staff 1
SCC Update 2
The State of the Field 3
Econ 101 4

Greetings! Welcome to the third
volume of SEM Student News,
devoted to an issue on all of our
minds: work. As we gear up for
SEM’s annual conference in
Philadelphia, we invite our
colleagues to think about their
connections to each other, SEM,
and the Þeld as a whole.

MEDICAL AND COGNITIVE ETHNOMUSICOLOGY

We have come to expect that SEM
Student News will address issues that are
urgent and significant. This issue
continues the pattern with a focus on
medical ethnomusicology and cognitive
ethnomusicology—two areas that are
attracting a growing number of new
and old scholars while also serving to build our
interdisciplinary capacity.
I will be interested to see how those who write
about these issues will speak about the assumptions that
frame our work in each of these areas. Will they address
the additional skills and knowledge we must acquire to
do such scholarship, for instance, or the methodologies
might we need to develop? Will they call into question
some of the broad assumptions that frame mainstream
scientific approaches? In my own work, I’ve often had to
question what I assume “health” is. Indigenous teachers
—along with most in our discipline—emphasize that
health is not just individual but also social, that it has to

By Justin R. Hunter (University of
Hawai‘i at Mānoa)

The Labor Issue: Answering Your Calls
our research, but also strengthens
it?

An oﬃcial publication
of the Society for
Ethnomusicology

A Letter from the SEM President

are quite unique, but as the
photographer of the above image
points out, they are indeed
diasporic—representing the
Atlantic experience and the New
World experience—of African
Americans working within these
communities. This nuanced
understanding of diaspora lends
agency to the community and
avoids resorting to broad labels or
outsider assumptions. Many of
the thoughts shared in this
volume center on this idea of
self-identification and the
understanding of complex
emotional, cultural, and
historical processes. *
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Want to stay in the
SEM Student News
loop? Join your
peers by ‘liking’ us
on Facebook, and
get the latest
updates and calls
for submissions!

choosing our adjectives
Welcome to the fourth volume of
SEM Student News. In this issue,
we highlight the subÞelds of
applied and activist
ethnomusicology, questioning how
our work as scholars can be
connected to the broader social,
educational, and research
communities in which we Þnd
ourselves. As a medical
ethnomusicologist researching
indigenous health and an activist
working in educational
documentary media, the
relationship between academics

The State of the Field 4
Dear SEM 7
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Being a _______ Ethnomusicologist
scholars-to-be. And this fear is
heightened especially when facing
mental health issues, leading to a
host of untreated, overwhelmed,
unsupported students whose work
and lives would beneÞt greatly if
they accessed the help available to
them. What results from the stigmas
attached to seeking help is an
academic culture where our health
often takes a backseat to the
demands and ambitions of our
professional lives. That is, as you will
hear from the contributors in this
volume, until something happens
that is impossible to ignore.

Welcome!
A Letter from the Editor 1
SEM Reports 2
Student Voices 3

To our faithful readers and those
perusing our pages for the first
time, welcome to Volume 10 of
SEM Student News. Within
ethnomusicology and cognate
disciplines, the term “diaspora”
has been problematized and
defended, substituted and
accepted; here, our contributors
engage with the issues and current
trends of diaspora music studies,
broadly defined, and you will find
a variety of problems, solutions,
and case studies that deal with
such ideas. As a researcher whose
primary focus has not been on
disaporic communities in the
traditional sense—peoples
displaced from a “homeland” but
retaining (or not) cultural ties to

1

Want to stay in the
SEM Student News
loop? Join your
peers by ‘liking’ us
on Facebook, and
get the latest
updates and calls
for submissions!

MUSIC AND DIASPORA

Musical Diasporas, Diasporic Musics

with Patricia Shehan Campbell
(University of Washington) who
suggests a combination of trainings
—ethnomusicology and music
education together—is a valuable
and attainable solution. The other
side of the coin—music education
as a field—could also benefit from
better approaches to “world music,”
as not just a token selection for
concert, but a complimentary
pedagogical approach to teaching
music.
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Society for
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Our Staff 26

education and ethnomusicology—
two historically divided career and
research paths in most music
programs. As many of us build
student careers around novel
research foci and developing new
concepts for the study of music,
how many of us aim to hone our
teaching skills as much as our
research skills? While scholarship is
often the main agenda for most
ethnomusicologists, most of us end
up in some form of educational
setting where teaching is the bulk of
our work. Many of us will rely on
“on the job” training through
graduate teaching or paying our
dues in adjunct life. This volume
says we can do better. We should do
better. We feature a conversation
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and against the stigma of seeking help
Auckland, Aotearoa New Zealand
and working on this volume with
contributors spanning from here to
Hawai‘i to Arkansas to England to
Bali. So when I consider my own
sites of convergence, this newsletter
is forefront on my mind. As a
publication only available online,
whose calls for submissions and
announcements happen largely over
the SEM listservs and Facebook, it
makes immediately visible the
inßuence of the digital world in our
academic work.
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MUSIC EDUCATION AND ETHNOMUSICOLOGY
Welcome!
A Letter from the Editor 1
SEM Reports 2

Greetings again from the SEM
Student News staff. This volume
brings together the old and new in
our staff. We have had a few
“retirements” from the newsletter,
with more to come shortly. We are
pleased to introduce four new staff
contributors— Eugenia Siegel
Conte (Wesleyan University), Kyle
DeCoste (alumnus of Tulane
University), Brett Gallo (alumnus of
Tufts University), and Simran Singh
(Royal Holloway, University of
London)—whose first contributions
can be found below. Their unique
perspectives are a nice addition to
our staff. Welcome to you all!

skill sets. “Applied,” “public sector,” “private sector,” and
other modifiers have been used as alternative or
supplemental options in our paths as student scholars,
predominantly training to be professors. Many programs
continue to focus solely on training students for the
tenure-track job, but a few have broadened their
offerings to at least acknowledge divergent paths. For
many, myself included, the academic job is indeed the
aspiration, but the reality remains that those elusive and
limited posts at institutions are increasingly difficult to
land and many of us find ourself in “alternative” work.
For some, the “alternative” paths are or would be the
goal, if they were presented as valid and valued.
The larger point here is not to only discuss possible
solutions to the job market crunch, but to think about the
ways these labels inadvertently divide our career
aspirations and limit our options. We hope that this
volume can begin discussion anew to reconsider our field
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Ethnomusicology through Teaching
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a letter from the president of sem
The choice of interdisciplinarity as
the theme of this issue of SEM
Student News usefully returns a
longstanding concern of our Þeld
to the spotlight of critical
attention. From ethnomusicology’s
founding in the early twentieth
century through the nineteeneighties at least, it had been a
truism that our Þeld operates at
the intersection of anthropology
and musicology. In some
important ways, this is not
inaccurate. Conversations between
musicologists interested in nonWestern musics and
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Once again, I welcome our readers to a new volume of
SEM Student News. In this, my final volume as editor, I
might ask that the readership bear with some reflexivity.
As an instrument of SEM and as a sounding board for
issues important to the student body, the newsletter’s
contributors have covered a wide breadth of topics
during my tenure. From research funding to researcher
health, labor issues to publication, and interdisciplinary
approaches to music studies, we have focused on the
issues students feel are most pressing. In some ways, this
volume revisits many of the themes we have already
covered but with reflection on the growing concerns over
the current job market for ethnomusicology graduates.
In the following columns and editorials you will find
advice and discussions on the ever-growing issue of
contingent labor within academic and public sector
work. However, this volume deals as much with the job
market as it does the need to reconsider how we
approach the training of ethnomusicologists, and our
conceptions for what we can do with our interdisciplinary

on what it means to bring decolonizing knowledges

simply brilliant, and I have been
enlightened and inspired by

most well-known of which are Bromo and Semero. (I
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Student News. Your newsletter is

rereading past issues. I write with a few reflections
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on “fieldwork,” riffing a bit more personally on some
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Dear SEM,

Regardless of where you are in
your grad school trek, this issue
aims to equip you with interesting
and helpful discussions in response
to two current concerns of the
student community: intellectual
property and student publishing.
We are excited to share with you
the following pages, which feature
editorial articles written by our
peers as well as the advice of our
senior colleagues. We have
expanded our content
considerably since our last issue; it
is our hope that these

contributions will further the
dialogue already taking place in
our listservs, seminars, grad
lounges, and pubs. So enjoy the
newsletter—and let us know what
you think!
Send us your feedback, comments,
ideas, and concerns to our
Facebook page or email us at
semstudentnews@gmail.com so
we can continue to expand the
conversation among students in
ethnomusicology.

I am excited to say it (so read it out
loud!): these are the Þrst words of the
Þrst issue of SEMÕs new student
newsletter! This particular moment
marks a beginning of something, and
beginnings are powerful. I grappled
with various ways to say hello, to
welcome you, to invite you in to what
is, for us, an undeniable labor of love.
Such labor, however, often includes
moments of stress and frustration that
perhaps reßect our more general
student existence. But this existence is
what we have in common, what we
can all share. So please join us, as
celebrators and empathizers, as
students and colleagues, as we begin
this endeavor together in the
following pages.
In this newsletter, we strive to create a
forum for students in
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ethnomusicology and related
disciplines to share their stories. We
want to provide our immense, often
disconnected community with a
chance to get to know each other, a
place to articulate our comings and
goings, and a platform to voice the
debates and tensions we encounter.
We hope to arm you with information
and updates, or, in a word, news:
news of your peers, news of events,
news of experiences.
Each issue will include a variety of
articles, interviews, and updates of
conferences, publications, and other
pertinent materials. Each issue will be
devoted to a particular Þeld or theme
in ethnomusicology. This issue,
focused on historical
ethnomusicology, invites us to begin
by looking back into the richness of

musical expression. Here we see not
only the passion that has long driven
us, but also the interdisciplinary
nature of music research to which we
all can relate.
At SEM Student News, we ultimately
work for you. Please feel free to send
us your input, ideas, and comments
via email, and join our Facebook
group. We want to use this newsletter
as an opportunity for students to
publish and speak to each other, for
students to experiment with forms,
ideas, and opinions that may not Þt
neatly into other publications at this
point in our careers. So let us know
what you think! In letters, prose,
poetry, articles, or however else you
express yourself, we welcome you.

1
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Sounds and Subjects

ethnomusicology and its relation to sound studies
By Jon E. Bullock (University of Chicago)
The Amna Suraka museum

the past few decades. And they

in Sulaimani, Iraqi Kurdistan,

have generally promoted the

Past, preeminent sound studies

is dedicated to preserving the

three principles underlying sound

scholar Jonathan Sterne (2003)

memory of the Ba’ath regime’s

studies, as defined by literary

suggests that “the history of

crimes against Kurdish civilians

scholar Bruce R. Smith (2002):

sound must move beyond

and the 182,000 Kurds who died

that “sound has been neglected

recovering experience to

during the Anfal genocide in the

as an object of study,” that

interrogating the conditions

late 1980s and early 1990s. In the

“sound offers a fundamentally

under which that experience

portion of the museum dedicated

different knowledge of the

became possible in the first

to honoring the Kurdish freedom

world than vision,” and that

place” (28). There can hardly be

fighters (Peshmerga), there is a

“most academic disciplines

an assertion closer to the basic

glass display containing an old

remain vision-based, not only

tenets underlying much of what

Philips shortwave radio, along

in the materials they study, but

we do as ethnomusicologists,

with the following inscription in

in the theoretical models they

even though the field’s association

Kurdish and in English: “Here is

deploy to interpret them” (309).

with sound studies can be traced

the voice of Kurdistan’s people.

We might ask ourselves how

much further back in history to

Here is the voice of Kurdistan’s

these principles affect the ways

the works of Murray Schafer and

revolution. Here is the voice of

ethnomusicologists already view

Steven Feld. And certainly the

Kurdistan. The station, the pigeon

the world, or how they might

association with sound studies

pact delivering us the revolution

contribute to contemporary

has been a mostly positive

news, both from the mountain

ethnomusicological scholarship.

one, culminating in Deborah

and the town, The lovely guest
who [was] always welcomed.”
Within a few meters on either
side of this display, there are also
exhibits containing a violin that
belonged to one of the Peshmerga
fighters and seven Peshmerga
tunes transcribed into Western
notation. Although these exhibits
are dedicated to the sounds that
encouraged the Kurdish people
and supplied them with news of
their loved ones and the Ba’ath
army units during the war, these
sonic objects are now surrounded

Wong’s insistence in 2014 that

But given the infiltration

“if ethnomusicologists want our
work to matter, we must de-link

of sound studies into so

(not rescue) our work from music

much contemporary

construct” (348).

scholarly work, we might

as a historical and ideological
J. Martin Daughtry’s 2015
book, Listening to War: Sound,

also ask ourselves . . . what

Music, Trauma, and Survival in

ethnomusicologists might

an ethnomusicological project

be able to contribute to
the area of sound studies.

by an ironic, almost eerie, silence.
The message of these

In his book The Audible

Wartime Iraq, is an example of
indebted to sound studies. In his
book, Daughtry examines the
complex sounding and listening
practices of those in and around
Baghdad during the US-led

But given the infiltration of

invasion and occupation of Iraq

objects, and one that increasingly

sound studies into so much

beginning in 2003. He examines

resonates within our discipline

contemporary scholarly work, we

the uniqueness of these practices

and so many others, is that

might also ask ourselves where

as they are enacted during

both sounds and silence matter.

these principles might fall short,

modern warfare, and his analyses

Naturally, ethnomusicologists

or what ethnomusicologists might

of “belliphonic” (3) phenomena

have taken a special interest in

be able to contribute to the area

will no doubt prove seminal for

auditory or sound studies over

of sound studies.
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Sounds and Subjects
. . . continued

scholars interested in the ways

one that also forms the core

diverse ethnic groups, including

that war adds to and forever

performative element of mawlid

Kurds, or its religious factions.

alters not only the adjacent

celebrations, held in honor of

soundscapes but also the lives

the Prophet’s birthday, and

maintained, sounds do matter.

of those involved in or affected

other important events, which

But so do subjectivities. If the

by war. Perhaps the greatest

are dedicated to honoring the

current strength of film and

contribution of Daughtry’s work

Prophet and his virtues for the

media studies is found in its

in this area is the creation of new

majority of Muslims who attend

“convergence of sound and

paradigms by which he maps “the

them. Although nasheed certainly

screen” (Hilmes 2008, 115), the

zones of wartime (in)audition”

have been used to extremist ends

strength of ethnomusicology

(76) and his description of the

in various locales since the 1970s

resides in its convergence of

various “structures of listening,

(Said 2012, 865), they also form

sound and subject. And if science

sounding, and emplacement” (119)

an important part of the broader

and technology studies offer

that characterized belliphonic

“ethical project” that Charles

a “focus on the materiality of

practices during “Operation Iraqi

Hirschkind (2006) has argued

sound, its embeddedness not

Freedom.”

is “shaping the contemporary

only in history, society, and

As I have already

Daughtry’s work also

moral and political landscape of

culture, but also in science and

illustrates what seem to be the

the Middle East” (2–5, 128). The

technology and its machines and

limits of sound studies, a sort

message here is one that Jonathan

ways of knowing and interacting”

of intellectual metonymy in

Stock has argued elsewhere, that

(Pinch and Bijsterveld 2004,

which the thing related (sound)

“many of these essential parts of

636), ethnomusicology offers an

comes to stand for the thing

the whole complex that is music

understanding of sound whose

itself (culturally and historically

in any concrete setting are not

meaning is reliant upon and yet

influenced perceptions and

immanent in the sonic material

transcends its own materiality.

interpretations of sound). For

itself” (2004, 19). In other words,

In conclusion, even as we

example, at one point, Daughtry

sound alone does not always

continue to learn from sound

refers to nasheed, a genre of sung

highlight the differences inherent

and other sensory studies and

poetry honoring the Prophet

among particular genres, or

to incorporate these approaches

Muhammed, as “jihadist music”

among groups as varied as “Iraqi

into our own work, let us also

(268). Unfortunately, such a terse

citizens,” in whose case sound

remember the lessons our own

reference, even when made in

alone might actually leave little

field has taught us, and let us not

passing, might cause readers to

room for the various subjectivities

forget that we too have something

misjudge this particular genre,

that characterize the nation’s

to offer. ■
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Are We Human, or are We Scholars?
diagnostic bodies of sound and sensory studies
By Eugenia Siegel Conte (University of California, Santa Barbara)
Are we human, or are we dancer?
My sign is vital, my hands are cold.
And I’m on my knees looking for the answer—
are we human, or are we dancer?
		

- “Human,” The Killers (2008)

Sound and sensory studies asks more from us as scholars. We must know the burgeoning scholarship in
this (relatively) new field, from R. Murray Schafer to the present. We must reconfigure culturally inculcated
notions of music versus sound versus noise, touch versus feel,
scent versus stench; relearn how to listen and feel with our new,
intellectually-honed senses. And, we must reconsider ourselves—

As we tap our bodies and

body and mind—as diagnostic instruments, capable of nuanced

minds for experiential layers

measurements. Rather than individual “data points,” we experience

that overlap, we find that

input that we must interpret as the imbrication of self, external
factors, embodied physicality, and individualized sequences of

our perceptions—physical

memory and cultural context. And then we are charged with asking

and mental—are inexorably

interlocutors about their experiences, writing these down alongside

linked to our training in ways

our own understandings, and theorizing in the margins around
overlapping experiential memories. As we tap our bodies and minds

that may feel as if we are

for experiential layers that overlap (Daughtry 2017), we find that our

being drawn away from

perceptions—physical and mental—are inexorably linked to our

“normal” human experience.

training in ways that may feel as if we are being drawn away from
“normal” human experience.

This process presents several challenges, some of which are ordinary to academic training (knowledge of
scholarship or fieldwork methods, for example). Other hurdles require a personalized retraining process of the
body and the mind. In order to apprehend “sound knowledge,” which Deborah Kapchan (2017) describes as “a
nondiscursive form of affective transmission resulting from acts of listening” (2), scholars must be aware not only
of the sonic properties of the event but also cognizant of the affective space it creates in us. They (or we) must
be able to access and contextualize that affective response later. This could easily be expanded to include other
forms of what might be termed “sensory knowledge,” after Kapchan, including the affective spaces afforded by
smell, taste, touch, and vision, as well as hearing. We must act as

But, in learning this skill, we

their own affective recording equipment, knowing ourselves well

may be removing ourselves

overly-personalized responses from more culturally recognizable

from the immediacy of
experience and from the
experience of those around
us—and privileging a specific
kind of entrained multiengagement that simply
does not apply to everyone.

enough to recognize myriad affective responses and to disentangle
affect. But, in learning this skill, we may be removing ourselves from
the immediacy of experience and from the experience of those
around us—and privileging a specific kind of entrained multiengagement that simply does not apply to everyone.
In October 2017, I sang as an alto in a professional pick-up choir
performing the Mozart Requiem with the Santa Barbara Symphony
Orchestra. I had spent the 2016–2017 academic year thinking deeply
about choral music—my area of study—and how it interacts with
architectural space and embodied vocality, but I had not sung at
all during that time. Walking back into a rehearsal room felt like a
continued on next page . . .
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Are We Human, or are We Scholars?
. . . continued

familiar exercise, though routine physicalities—like holding a choir folder, wearing a pencil behind my ear, and
compulsively numbering each measure during rehearsal downtime—gave me more pleasure than they ever
had before my hiatus. As we rehearsed, I became aware of several internal monologues running concurrently,
dividing my attention between the logistical (“The sopranos are a little sharp, and the alto tone is too dark. I’d better
make my tone brighter . . .”), the political (“I wonder if everyone is being paid the same amount?”), the immediate physical
(“WHOOPS! *thud* This chair is impossible to sit forward in without tipping it over! How can I sit up straight?”), the
analytical (“The conductor is using the word ‘sweet’ here to describe the desired sound of female voices—is this a gendered
terminology to describe timbral shifts?”), the room’s acoustics (“This tray ceiling is pretty, but it’s dulling and darkening
our sound—and what IS that incessant hum? Is that the lights?”), and
any number of additional layers of experience complicated and
enriched by my background as a scholar and singer.
All of these seem like a relatively normal set of thoughts
for any singer to have throughout a rehearsal. However, my
heightened meta-awareness of these multiple dialogues was
a new twist on a familiar experience. The bittersweetness
of meta-experiential awareness shocked me; a vertiginous
experience that forced me to inquire if I was still capable of
fully participating without concurrently recording affective
responses, clocking each physical nuance, monitoring language
and tone, and noting how I and others around me redirected
our behaviors in reaction to each other. However, heightened
awareness of overlapping processes was exhilarating—which

As much as I felt like a scholar
during these rehearsals, these
scholarly concurrences provided
new layers of engagement,
reminding me of my genuine
enthusiasm for the processes of
rehearsal and performance.

added yet another layer of imbricated affective response.
As much as I felt like a scholar during these rehearsals, these scholarly concurrences provided new layers of
engagement, reminding me of my genuine enthusiasm for the processes of rehearsal and performance. On top
of all the layers, I was simply another person enthralled, sensing the sound and space around me. ■
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If you would like to write an article in response to this or a previous issue of SEM
Student News, or something else in the world of ethnomusicology, please contact
the editor at semstudentnews@gmail.com to discuss your ideas.
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Music Studies and Sound
a conversation with matt sakakeeny*
By Brendan Kibbee (City University of New York)
Brendan Kibbee: Welcome, Dr Sakakeeny, to SEM

as contextualized within spatial environments,

Student News. We’re very happy to have you here

soundscapes, and acoustic ecologies; (2) music as

for this special issue on sound studies. Why don’t

an entry point for the commodification of sound,

you tell us a little bit about how you came to sound

through sheet music, piano rolls, and then of

studies as a useful paradigm for your research?

course mechanically reproduced sound starting
with cylinders and 78s and up into the MP3 era and

Matt Sakakeeny: Even before we

streaming; and (3) situations where music does not

want to think about sound studies,

carry the kinds of associations that music studies

one of the things I was proposing

has historically attributed to it, such as background

in my chapter of Keywords in

muzak at a mall or violently loud music as a form

Sound (Novak and Sakakeeny

of torture. Those are all examples where a focus on

2015) is that there is something

sound brings about a defamiliarizing of music as it

called music studies. And I think

has been privileged within music studies.

some of us take that for granted, and so I would want

But the tension in the book is that we also offer

to first start off by recognizing that ethnomusicology

a sort of counter argument, asserting in some sense

is a field within music studies,
and it emerged as a social
science within these established
departments of music in the
humanities. That legacy goes
back very far, and that’s quite
different from sound studies
which developed in the past
couple of decades and is an
inherently interdisciplinary
field, and it emerged that way.
Certainly music is the object of
much sound studies research,
but I would say the field itself is

that music studies has actually

Certainly music is the object

been dealing and grappling
with sound for two millennia,

of much sound studies

going back to Pythagoras and

research, but I would say the

music as a kind of tabula rasa

field itself is suspicious of the

further, and that approaching
and just calling it sound ignores
this legacy. I think we’re arguing

institutional baggage of music

that a sound studies that simply

studies, the intellectual legacy

studies does so at their peril.

discards the legacy of music

of fetishizing music as a thing

What is music? What is sound?

apart from sound . . .

is sound studies? How can we

suspicious of the institutional

What is music studies? What
more productively engage?

baggage of music studies, the
intellectual legacy of fetishizing music as a thing apart

BK: Can you talk a little bit about how

from sound, starting with the privileging of Western

ethnomusicologists came to sound studies? What

art music in notated scores and the supposedly

were the institutional factors at play?

unmediated experience of composing and listening.
The premise of ethnomusicology was to take a lot of

MS: I think the question sort of presumes that

that on but squarely within the legacy that upholds

sound studies grew up autonomously from music

music as this predetermined object of study.

studies. But in fact, if we look at, say, the lineage

In the end of my chapter, I point out three areas

of Murray Schaefer and Steven Feld dealing with

where sound studies has challenged the familiar,

soundscapes, that’s one early emergent wing of what

normalized understanding of music: (1) music

would come to be called sound studies. But of course,

*This interview transcription has been edited, revised, and condensed, and thus does not strictly reflect
the recorded conversation. You can listen to Brendan and Matt’s full conversation on SEM Student News’
Youtube channel.

continued on next page . . .
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Music Studies and Sound
. . . continued

Feld is an ethnomusicologist. He studied with Alan

You have, say, a study by Louise Mientjes, Sound of

Merriam and Colin Turnbull, partnered in these

Africa, about how engineers, performers, producers,

foundational dialogues with Charles Keil, and was

record labels, and consumers socially construct

working within the discipline of ethnomusicology

music and literally how the sounds themselves

to critique it. He eventually developed this notion

are manipulated in the studio to meet audience’s

of the anthropology of sound, and then further of

expectations of what the sound of Africa is. That’s an

acoustemology, after learning that the Kaluli had an

example, right? To allow for an insurgent critique, to

entirely different relational ontology to sound and

ask new questions, and to rethink and problematize

to nature than his presumed Western ontology that

old questions. And so, I think to the heart of your

distinguishes music and sound and nature and man.

questions is, at what point does that become

That’s one foundational example. Others would

institutionalized? So within SEM, there was a group

come from media studies, popular music studies,

of graduate students—Ben Taussig and Bill Boyer and

and cultural studies of sound as it disseminates and

others—starting up a sound studies interest group at

mutates through circulation

SEM and trying to carve out an

in recorded form outside

institutional space to recognize

of face-to-face contact and
what we think of as organic or
unmediated environments—a
larger reckoning of sound
as a category that subsumes
those discourses and those
sounds that are deemed to
be musical. I guess I’m a
little bit uncomfortable with
thinking of sound studies
as happening over in some
corner of academia and then
arriving fully packaged into
music studies, because there’s
an exchange happening there

Many of your colleagues as

the sort of solidity of the

graduate students are coming

within ethnomusicological

emergence of sound studies

up at a really exciting time,

studies. And then you have

and these languages are not

Mandy Minks and Ellen Grey

seen as completely distinct

Dave Novak and ultimately
and Danny Fischer and many
others with the Music and

and disparate, but we’re all

Sound Interest Group at the

working in a space where the

Association that was taking on

American Anthropological

boundaries between music and

a life of its own because there’s

sound are being questioned.

a space like triple A, to engage

and people like Feld, and

more possibility, obviously in
with forms of sound that may
have no relationship to music

Ana Ochoa, and Jonathan Sterne don’t privilege an

whatsoever. Many of your colleagues as graduate

affiliation in one field or another but are trying to

students are coming up at a really exciting time, and

work across those boundaries or even dissolve them.

these languages are not seen as completely distinct
and disparate, but we’re all working in a space where

BK: Around 2009 and 2010 there’s this big

the boundaries between music and sound are being

explosion of activities: the sound studies special

questioned.

interest group at SEM, the music and sound special
interest group at AAA, the articles that come out

BK: Can you elaborate [on] how an orientation to

in the Annual Review of Anthropology from Ana

sound can be political?

Ochoa and others. Was there a reason why it was
needed at that particular time?

MS: My first major essay, “Under the Bridge,” was
an attempt to interpret and analyze the politics of

MS: There’s this intervention from scholars

sound in the brass band parades of New Orleans. On

asking, “If we’re privileging this notion of musical

the one hand, I was very deeply invested in Steven

performance, and phenomenological experience, and

Feld’s theory of acoustemology, which at the time

the practice of music-making, what are we missing?”
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Music Studies and Sound
. . . continued

was explicitly around how sound resonates and is

NYU, studying sound as a weapon right here in the

experienced in space. On the other hand, I applied

United States.

that not to a rural egalitarian society like the Kaluli
but to a very modern, highly policed, and enclosed

BK: Is there anything else you’d like to add to the

group of African Americans in New Orleans who

conversation?

organize these parades. An explicitly racialized
and politicized question of what does it mean for

MS: Whatever we choose to engage with, whatever

black Americans to take over public spaces through

form of music and sound, and whatever intellectual

physical embodiment and through sound. Paying

legacies, we should be asking ourselves: What kind of

homage to Feld’s intellectual
legacy but asking a different set
of questions about anti-black
racism in these very lo-fi urban
environments that are designed
to enclose people.
There’s a sector within
ethnomusicology that’s really
attempting to grapple with
the question of the politics
of music and sound and to
see it as something that’s very
pressing in this moment.
When, for instance, forms of

stories are we going to choose

Whatever we choose to

to tell? I really respect my
colleagues who’ve been able to

engage with, whatever form

bring in timely questions about

of music and sound, and

and racism and sexism in

whatever intellectual legacies,

into their work. So, I think

we should be asking ourselves:

inequality and neoliberalism
this moment and bring it
the disciplinary issue of what
methodologies are we going

What kind of stories are we

to use or what disciplines are

going to choose to tell?

me is subsidiary to the larger

sonic and musical torture are

we going to affiliate with, to
question of what are we going
to do with those tools. All of us

being enacted on detainees in American military

should be looking in the mirror and asking ourselves,

prisons, and we have Suzanne Cusick and David

you know, “what are we doing here?” And, “what goals

Sussman and Martin Daughtry working on that

and outcomes are we working towards?” ■

timely question. Daphne Carr, a graduate student at
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SEM Student News has a wide readership from around the globe. As such, we value
insight from students from around the world and the varied views that come with
international participation. We encourage students interested in publishing with us to
submit during calls for submission, regardless of their first language.
Additionally, we welcome and encourage submissions in a variety of formats,
written and otherwise. If you are interested in contributing an innovative written,
photographic, audio/video, or multimedia article to SEM Student News, please
contact the editor at semstudentnews@gmail.com.
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Hotness Revisited
By Lyndsey Marie (University of Oxford) and Ian Copeland (Harvard University)
What follows is the

hot bodies. As we see it, this literature suggests new

written byproduct of

denotative directions for an oft-maligned term.

our ongoing real-life

James Burns (2012) speaks to the metaphorical

conversation about

binary of hot and cold in his work on Ewe funerary

hotness, temperature,

traditions:

and African music.
As Africanist
ethnographers, we’ve noticed a recent uptick in
ethnomusicological encounters with hotness and
want to take this opportunity to think and write
through potential new directions for this sticky
concept.
Perhaps known best to ethnomusicologists via

In Ewe culture, death brings about a state of hotness
which must be cooled off through the collective
actions of the community. (157)

Ryan Skinner (2015) illustrates the metaphor of
hotness in Mande music in his monograph Bamako
Sounds:
This is when the music heats up (fɔli kalaya)—gets

Richard Waterman’s (1948) canonical essay “Hot

louder, faster, and more energetic—often described

Rhythm in Negro Music,” the metaphor of musical

by metaphors of “boiling” (fɔli wulila) and “raging

hotness has long been associated with Africa and

fires” (fɔli ŋagalen don). . . . Before boiling over, this

its diaspora. Among “West African tribesmen,”

instrumental hotness is necessarily countered by

Waterman tells us, “a compelling rhythm is termed

vocal injunctions to cool down and return to an

‘hot’; the more exciting the rhythms, the ‘hotter’

accompaniment pattern. (99)

the music . . . Negro music differs from the music
of impinging non-Negro groups in being ‘hotter’”
(ibid., 24). Meeting the textbook definition of a
Herskovitzian retention, hot rhythm “survived”
most notably in American slave communities where

In her Dust from the Zulu, itself hot off the press,
Louise Meintjes (2017) evocatively portrays ngoma
dancers gesturing to their own heat as a symbol of
their fitness for competition:

musical traditions, religious systems, and race

[Zabiwe] rushes out, postures. Kneeling, stick held

relations allowed for successful hybridization (ibid.,

erect, upper body as supple as a reptile, he wipes his

26–27). As Ron Radano catalogs (2000), depictions

face and chest in a gesture marking that he’s hot as a

of African-American musical hotness from the

dancer. He’s made his point and he retreats. (114)

early twentieth century made use of the metaphor
to typify a racial threat posed to hegemonic
whiteness: hot rhythm represented a menacing
invader primed to contaminate white propriety, if
not civilization. Attempting to steer clear of racial
determinism, Waterman, for his part, theorizes

In a blink, Mboneni has broken out of the
supporting ranks. He is dancing center stage, wiping
his face because the moment is hot, readying his
steps, slapping his back because no one can touch
him in dancing. (201)

hotness as “a culture-pattern carried below the level

Gavin Steingo (2016) gives detailed attention (and

of consciousness,” an analytic deconstructed in a

footnotes) to hotness in his monograph on the South

recent article by Michael Iyanaga (2015). Altogether,

African popular music genre kwaito. Proffering

African musical hotness—in both its popular and

explanation for kwaito’s varying tempos, he points to

scholarly instantiations—evokes what Kofi Agawu

local aesthetics of hot, sweating bodies:

(2003) diagnoses as the discursive and analytical

At many South African clubs where this faster

predisposition to approach African music with an

kwaito music is featured prominently, people dance

uncritical hermeneutics of difference (63).

with handkerchief in hand, continually wiping

Rising from these rhetorical ashes, hotness has

beads of sweat from their brows. In such contexts

reappeared in recent ethnographies of African music.

sweating is viewed as a bodily expression, an

The selected quotations below evince the scope of

embodied reaction to music. Sweat is an involuntary

hotness expressed in this scholarship; from hotness
in rhythm and death, to hot things imagined, to
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outpouring of the body that emerges through a

attention to hotness has moved beyond the

relationship with music. Sweat is thus often seen as

metaphorical to the perceptual domain—as is

attractive—as a sign that the body is alive and well,

particularly evident in Steingo and Feld, implicit in

not to mention moist and lubricated. (50–51)

hotness as metaphor is the atmospheric experience

In Jazz Cosmopolitanism, Steven Feld (2012) similarly
chronicles a musical aesthetics of sweat in Ghana.
Paraphrasing drummer Nii Otoo Annan, Feld posits
sweat as
a deep expression of the spiritual merger of a
drummer and his drums, the workout libation
that seals their bond. . . . Sweat, of course, indexes
the energy and bodily engagement of work, the
exhibition of its passion, its seriousness. (142)

As these scholars demonstrate, the metaphor of
hotness remains a hot topic in contemporary
Africanist ethnomusicology. Yet ethnographic

of heat. In contrast to Waterman’s fieldwork-less
theorizing and Radano’s historiography, the method
of participant observation and the writing of
ethnography enable thinking about heat’s immediacy
in particular contexts. Acknowledging a multiplicity
of hotness(es) necessarily troubles “hot rhythm” as an
uncritical trope—an analytical effort we make in our
own work. The following short anecdotes from our
respective field experiences illustrate our encounters
with the ethnographic hot. (Lyndsey’s reflections
appear in red while Ian’s appear in blue.)
***

Figure 1. Fanfare Voix des Anges de Sodohome plays in a funeral caravan in Lokossa, Benin. Maxime
Agbahoungba is seen in the third row playing trombone. 30 January 2016.
Photo by Lyndsey Marie ©
continued on next page . . .
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Lyndsey: My doctoral research is an ethnographic

embody heat, to show hotness—is to show strength,

study of amateur brass bands (fanfare) in the Republic

health, and physical ability. Yet musical participants

of Benin. The tropical, coastal environment of

also strive to look cool—one does not want to sweat

southern Benin presents unique challenges for

too much. An example of the desire to control bodily

fanfare musicians whose performances primarily

hotness is the style of draping towels around one’s

take place outdoors. Brass players regularly find

neck to absorb sweat and convey a cool composure, a

themselves marching for hours on end in funeral

practice seen in Benin and elsewhere (Figure 3). Like

caravans: sweating in the steaming heat and

this, one can conceptualize temperature as a function

humidity; squinting in the sunlight reflected off

of corporeal movement; hotness is a product of

asphalt streets; breathing in air thick with car exhaust;

bodily exertion, and coolness that of bodily control.

coughing through tornadoes of dust fueled by the

One can also think of the musical practice of

winds of the harmattan; playing, without rest or food

“warming up” (le chauffement) as effectively a regiment

or water, until they finally reach the funeral reception

around temperature; there is a bodily progression

and their designated crate of sugary drinks (Figures

from cold to hot.

1 and 2). The difficult conditions surrounding brass

Hot bodies can be refashioned as bodies in

instrument performance, and my own struggle with

heat—a word play that emphasizes heat’s (in)tangible

physical endurance and climatic conditions during

effects. After all, sometimes human bodies cannot

my fieldwork, encourage my analytical attention to

manage (or afford) climate control, leaving them no

the tangible qualities of temperature—in particular,

choice but to acquiesce to their environment. For

the materiality of heat and its effects on musical

fanfare musicians, ailments such as dehydration,

bodies, instruments, and sounds.

heat exposure, and fatigue are par for the course.

Figure 2. (Video) Voix des Anges de Sodohome

Trombonist Maxime Agbahoungba suggested that
heat can both surround and penetrate. During long,
arduous parades through the streets of Cotonou,

For one, I consider hot bodies or, rather, bodies

he said, a brass musician breathes actively and

producing heat. In Benin, as elsewhere, there is a

deeply, inviting a wealth of pollution, exhaust, and

local aesthetic around sweat and the appearance of

dust to enter their body. Air in urban cities has

hot bodies. My informants tell me that to sweat—to

been “worked already,” Maxime claimed; replete

Figure 3. A fanfare plays
for local politicians at a
rally for the presidential
candidate Lionel Zinsou.
27 February 2016.
Photo by Lyndsey Marie ©

continued on next page . . .
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with carbon dioxide rather than oxygen, this poor

musical score. Waterman’s “hotness”—enticing,

quality air constitutes a health hazard. Maxime

mystifying, difference-making—serves as a fitting

called this “hot air” (le souffle chaud), comparing it

catch-all for the musical stereotypes that induce

to “cold air” (le souffle frais) that is clean and fresh.

voluntourists’ participation.

Hotness here denotes harmful microbodies that brew
environmental impurity and pose bodily risk.

Figure 4. (Video) “A Day at World Camp”

Just as bodies react to heat and humidity, so too
do instruments. Metal has particular sonic qualities

Upon their arrival, however, my informants

and responds to heat, cold, moisture, and other

encounter a reality quite different from expectations

environmental elements in particular ways. When

shaped by deft promotional materials and stirring

brass instruments get hot, their metals expand

talking-head testimonials. As it turns out, the work

and oils evaporate, causing trumpet valves and

of international development—both the logistical

trombone slides to be sticky and sluggish. This is all

challenges posed by Malawi’s bureaucracy as well

the more troublesome for Beninese brass players

as the affective labor required by encounters with

who improvise ineffectual valve lubricants with local

poverty, disease, and geopolitical neglect—can be

substances like palm oil, peanut oil, and petrol. Air

physically demanding, psychologically dispiriting,

temperature, too, has a significant influence on the

and ideologically discordant. When speaking about

intonation of brass instruments: the pitch of brass

this adjusting-of-expectations, my informants often

instruments descends in cold temperatures and

mention their new physical environments: the heat,

ascends in warm temperatures. The materiality of

dust, sun, and sweat that previse malaise, nasal

heat, then, manifests in instruments as malfunction,

congestion, upset stomachs, and restless nights.

deterioration, and compromised intonation. This

Many voluntourists forgo their January breaks from

observation points to profitable directions in music

university, opting instead for their first ever non-

research on the influence of temperature, humidity,

air-conditioned experience during Malawi’s most

wind speed, and other atmospheric conditions on

humid month. Some longer-term volunteers speak

musical sound and pitch.

retroactively of their first weeks in Malawi as lost time

***

Ian: In my research I ask how musical experiences

spent in bed, felled by parasites if not malaria, and
missing home. We can think of hotness, then, via the
transition from a highly-anticipated encounter with

shape humanitarian encounters in Malawi, a

the musical Other to an affective atmosphere thick

Southern African nation-state far from Lyndsey’s

with biophysical challenges and neutered altruism

West African stomping grounds. In focusing on

(see Anderson 2009).

international aid organizations and their musical
curricula, I regularly encounter American and

Figure 5. (Video) “MOVE 2016”

European voluntourists—a felicitous portmanteau
that perfectly encapsulates these individuals’ dual

For those familiar with the pitfalls of

goals of service to unfamiliar people and adventure

international development, this narrative is all-too-

in an unfamiliar place. During interviews, many

familiar. It is a miniature portrait of how Western

cite the allure of African music—inculcated through

aid, however well-meaning, can predictably fall short.

both canny NGO marketing and the romantic

The neoimperialist analogy draws itself. Given this,

canard of music’s universality—as a factor in their

a stoke: among our own, individual origin stories

original decision to make the trip to Malawi. One

as ethnomusicologists, aren’t there similar traces

organization’s YouTube profile teems with scenes

of hotness’ allure—of the desire to engage with

of clapping and dancing Malawian schoolchildren

the not-yet-sufficiently-explained or theorized?

intercut with Americans leading classroom lessons

And what about the haze of fieldwork—at times

and condom demonstrations, all set to a pulsating

disorienting, stifling, counterproductive—in places
continued on next page . . .
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hot, cold, or otherwise? What of our own heaviness,

hotness moves away from musical generalizations

weariness, and sensorial overload? I remain cognizant

to material particularities, and, against the othering

of how my own field experiences either reinscribe or

ideology of Waterman’s generation, hints at a common

contest the historical and contemporary legacies of

phenomenology of experiencing heat. On our rapidly

travelers to Malawi; perhaps our shared experience

warming planet, scholarly attention to the interplay of

of metaphorical and experiential hotness serves, for

music and the environment—here we think of Feld’s

better or worse, as a telling family resemblance.

(1982, 1996) foundational texts in ecomusicology as

***

well as Michael Silvers’ (2015) recent work on the
musical transmission of ecological knowledge—

To close: an alternative reading of hotness that

merits a renewed focus on temperature and climate.

emphasizes materiality, climate, bodies, and shared

In revisiting hotness, we leave behind hot rhythm’s

experiences, like the ones we gave here, draws

will-to-difference and propose heat and its sensory

attention to the complex environments of musical

correlates as timely topics for ethnomusicological

sounds and the people they reach. This genre of

research. ■
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We are currently discussing plans for future issues of SEM Student News, including
volume 14, numbers 1 and 2. If there are any topics that you want us to address in
future issues, please email the editor at semstudentnews@gmail.com.
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listening to the 2017 tim hortons brier*

By Diego Pani and Jordan Zalis (Memorial University of Newfoundland)
They call it the roaring game. We knew this much about curling1 as we walked
up the stairs toward the main entrance of the arena. The Canadian men’s annual
curling championship, the Tim Hortons Brier, draws fans from across the country
to lend support to the provincial champions and represent their local clubs. In
totality, “The Brier” spans eight days of activity and stands as the biggest event on
curling’s national calendar. The 2017 Brier, hosted at the Mile One Centre in St.
John’s, Newfoundland, from March 4–12, was no exception.
That Saturday afternoon, one of the first things we saw on our way to section 106 was a vending machine for
ear plugs. One dollar to protect your hearing, brought to you by the Canadian Hard of Hearing Association. We
did not know what we would be exposed to inside the arena, but we now expected it to be loud. After working our
way through the concourse and grabbing some poutine and beer, we arrived at our seats with the basic idea that
every sport is a sounding world that carries specific soundmarks (Schafer 1977). But what is curling’s soundscape?
How do people interact with it? What does it mean?

Ear-plug vending machine

1
The sport of curling features two teams of four people taking turns sliding granite stones, end-to-end, down a pebbled
sheet of ice. They aim their shots toward a painted “button” inside a series of concentric circles some 45 metres away. Teams
score points and play ten ends (like baseball’s innings).

*All photography by and property of Diego Pani and Jordan Zalis ©
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Framing The Brier as a site of social behaviour, we follow Lindquist’s (2006) position that spectator2 sport
serves multiple socio-cultural and ideological purposes. Interpreted as a public enactment and secondary genre,
it functions simultaneously as a festival, ritual, tradition, and celebration. Regarding the aural experience of The
Brier, we examine its soundscape and apply Feld’s (2015) concept of “acoustemology” to inform our listening
practice. According to Feld, “acoustemology conjoins ‘acoustics’ and ‘epistemology’ to theorize sound as a way
of knowing. In doing so it inquires into what is knowable, and how it becomes known, through sounding and
listening” (12).
Through acoustemology, Feld expands existing vocabulary used in the anthropological discussion of human
engagements with sound. He refers to the highly developed practices of listening, hearing, and sounding, and
defines his acoustemology concept as the ethics of perception, based on listening and learning—sound becomes
the primary means by which to understand, appreciate, and have a deep experience of the cultural space-time
context of a social world. The listener’s perception is led toward a personal, immersive understanding of the
sound dimension of any setting. In our case, to gather sonic data concerning The Brier, we took part in events
all week, noted our experiences, and recorded audio. Along with collecting this information, we adopted an
ethnographic approach and spent time interacting with curling fans. We were lucky enough to be invited to
The Brier’s most intimate social scene, Morning Classes, which have been part of its celebrations since 1948.
Ultimately, our project is an experiment in dialogism. Our stories and memories, the photos we took, the
recordings we made, are all in experiential conversation, resounding our lived experience (Feld 1996; Guilbault
2014).

Anthems

{ listen here: https://youtu.be/fRr-dC-2fkE }

Diego: Cando ant finidu cun “O Canada” e ant cumintzadu a cantare sa “Ode to Newfoundland,” mi est pàssidu comente
chi àteras milli pessones esserant intradas in s’arena in cussu momentu.3
Jordan: Hm?
Diego: When they finished with “O Canada” and started to sing the “Ode to Newfoundland,” I felt like another
thousand people suddenly entered the arena. Listen, you can hear it.

Saturday afternoon marked the tournament’s opening ceremonies where Lady Cove sang both the Canadian
national anthem, “O Canada,” and the official provincial piece, “Ode to Newfoundland.” Neither of us had heard
the provincial anthem before. It seemed louder and prouder than the national anthem. Oddly enough, however,
the sense we both shared in the stadium did not register so well on our field recordings. This suggests that our
perception of sound is deeply connected to our total experience of the space. A sports arena holding 6,000
people is not represented so well through two computer speakers.

2
We believe that the word “spectator” should be taken with a grain of salt. The crowds that gather when sports are being
played do so much more than watch. They laugh, talk, listen, cheer, clap, eat, and more.
3
Diego’s mother tongue is Sardu. Jordan’s is Canadian English. Our dialogic writing must take this into its account.
Regarding curling, Jordan played it once, at the legion, when he was a kid. Diego knew it only from Italian sports television and
always wondered what the strange game was about.

continued on next page . . .
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Morning Classes
You must understand that, first of all, they aren’t classes in the schoolroom sense. They have nothing to do with pedagogical
pursuits. They are educational only in the broadest sense.

Standing just outside a small, fourth-floor room in the Delta Hotel, down the street from the Mile One Centre,
we read the above description of Morning Classes. Compared to our first overwhelming experience inside the
arena, the Morning Classes really did ring a different bell—and several gin collins. This Brier-only tradition has
been running for sixty-nine years, organized by a small team of curlers from the Fort William Curling Club in
Thunder Bay, Ontario. We were told that Morning Classes are a carryover from World War II, when soldiers both
returning from and heading to duty were given liquor at the byway.
Today, Morning Classes turn hotel rooms into carnivals of Canadiana and carry with them traditional
oralities, constantly revealed through their sonic dimension, unique to the history of curling in Canada. There
are tricks and games, and along with the club standards, hats, and pins that point out important people, different
dialects, accents, and registers place the diverse set of people and their stories.4 We found the whole event
informative and fun. It felt like a space where members of different small local clubs could meet each other
and share their knowledge about the game, inside jokes, and the latest gossip. It was here we learned that the
participants shared a common history and a common language. This was communion—and we were allowed
take pictures.

{ Access our full photo-journal here }

Master of Ceremonies
The three men pictured here
are all members of the Fort
William Curling Club in
Thunder Bay, Ontario. The
host’s table offers gin collins
made from freshly squeezed
lemons. You can see, by
how many glasses there are,
how many they expect to
serve. The hosts are gracious
storytellers.

4

When we were there, there were not only Canadian fans, but Danish and Scottish ones too.

continued on next page . . .
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Don
Don is another member of the
Fort William Curling Club.
He set up around a table of
games and tricks. An engaging
conversationalist, Don has a
musical quality to his voice.
He seemed to be a playmaker,
getting strangers and neophytes
involved in the fun.

Hooey
Hooey presents a frustrating conundrum. Rubbing a wooden stick along a series of notches not only sounds like
a guiro, but makes a propeller turn. Somehow, yelling “hooey” makes it change directions. This never worked for
Jordan. It is a trick. In Morning Classes, the word “hooey” is almost always followed by laughter.
continued on next page . . .
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Morning Class Collage
Draping the hotel room
walls are collages made of
photographs taken over the
years at other Morning Classes.
Participants spend a lot of
time looking at the artwork,
recollecting memories and
telling stories about the people
and places that came before.

Attention Please
Fred, our master of ceremonies, rings a bell, signaling
the end of a raffle. Diego, the visitor who came from
greatest distance, was selected to pick the winning
ticket. An autographed commemorative hat went to
the lucky winner.

Tricks
Brenda’s expression comes after she sprayed Jordan
in the face with water from this children’s toy. Lots of
laughter followed.

continued on next page . . .
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Northern Ontario Moose Call
A coffee can, with a hole punched in the bottom and a string attached, played by pulling a rosined block along
the taut cord. It sounds like a grunting moose. Seeing the instrument up close allowed us to understand some of
the new sounds we heard in the arena. This instrument, though, was not foreign to Diego, who knows it in Sardu
as a Trìmpanu.

Olympic Gold
When the man centered in this
picture found out Diego was from
Italy, he lit up and shared some
memories of the food he had
while there one time. Never did he
mention that that was during the
2006 winter olympics in Torino,
that he was Jamie Korab, or that he
won a gold medal in curling that
year.

continued on next page . . .
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Acoustic Anatomy
Annotating photos provides a viewer with much-needed context. With sound, it is not so simple. We can, however, use its most common visual
representation, the digital waveform, as a listening aid by recalling our direct experience from inside the arena.

{ listen here: https://youtu.be/ZGXI_WE9TbE }
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Each shot has a narrative, and every rock tells a story. We know this by listening. Bells are not just bells, they
represent encouragement. Yells are not just yells, they represent cheer. Silence is not just silence; it represents
contemplation, a crucial part of this game. Never mind that all this sound is directly related to the movements
of the players sliding down the ice. Every utterance can be contextualized. Each sounding has its situated
significance. However, our aural perception of The Brier radically changed after we experienced Morning Classes
and the soundscape of the arena was different because we had a more “inside” perspective. As a result, our
acoustemology became interrelated with the members of the small local clubs. The common language we were
exposed to in the Morning Classes revealed itself in the different sounds in the arena. In this sense, the different
communities of supporters were situated in relation to each other inside the space. This allowed us to know more
through sound in a new and more nuanced way.
By treating sound as a way of knowing in our experience of The Brier, we were exposed to a range of
meanings concerning sound, music, and expressive culture. The sounds of the crowd and, in turn, each
individual enmeshed with the movements of the players, their decisions, and the rocks as they went “roaring”
down the ice. Sounds are not just sounds—here they are contemplation, encouragement, and celebration. ■

Final Shot

We would like to thank Cathy Bowman at Curling Canada for setting up so much of our experience and inviting us to
our first Morning Classes. Thank you as well to Elena Cabitza for her advice on putting together the waveform graphic.
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Buddha’s Songs

a multisensory close reading1 of singing in a taiwanese monastery
By Wangcaixuan Zhang (University of Pittsburgh)
“Please kneel

song, “A Prayer to the World,”

Buddhist practices in modern

and put

had been sung as a daily prayer

Taiwan. Instead of privileging

your palms

by all residents since 2008 (listen

any one sense in this process,

together.” At

here, with English translation).4

I integrate multiple senses of

approximately

Focusing solely on this

participants as well as myself to

6:50 in the

transformation in the present-

perform a close reading and draw

morning,

day Buddhist soundscape and

a more critical interpretation of

after breakfast and following a

without taking into account any

the usage of Buddhist songs.

cue emitting from the monastery

contexts or sensational feelings

speakers, all residents and

of performing these Buddhist

announcement from the

visitors prepare themselves for

songs, scholars have interpreted

monastic practitioner (who

the first prayer session of the

Buddhist songs as cultural

usually leads the morning

day. As one of the participants, I

products under globalization

chanting), which serves as an

feel the coldness of the ground,

and commercialization (Chen

auditory mark differentiating

the warmth of my own palms,

2005); likewise, they have

the religious moment from one’s

the freshness of the early

criticized their toll on Buddhist

daily life routine (Corbin 1998;

morning air, and the quiet of the

spirituality and inappropriateness

Schmidt 2000; Taussig 1993),

monastery. I recognize this as

for required religious functions

participants’ senses become

a cue for a ritualistic moment.

(Lin 2012; Lin 2002). However,

crucial to perceiving the song as

Cutting through the momentary

through a multisensorial lens,5

a sacred performance instead of

silence after everyone has knelt,

my experiences of participating

a piece of secularized Buddhist

a recording of “A Prayer to the

in this daily prayer session tell

music. One of the participants

World” broadcasts through the

a different story. In this article,

was a senior volunteer in his

speakers, and people begin to

I attempt to present a multi-

sixties. From the announcement

sing along. In this moment, the

sensory ethnography of singing

of the praying session, through “A

secular sound of a Buddhist song,

a particular Buddhist song in

Prayer to the World,” and ending

arranged for piano and voice with

the monastic setting in order

with the cue to stand up and bow,

a Western harmonic progression,

to question the framework of

he knelt with a straight back and

does not feel secular anymore.

secular/sacred for understanding

unwavering gaze. Even when the

Buddhist songs, featuring
lyrics with Buddhist teachings
and modified sutra texts,2
have been gaining popularity
in contemporary Taiwanese
Buddhist organizations. These
songs are not only disseminated
throughout the general public
as Buddhist products but
are also used in Buddhist
ceremonies. During my stay at
the monastery of Tzu Chi, a
3

new-age transnational Buddhist
organization in Taiwan, I
discovered that one Buddhist

Beginning with a monotone

hard and cold wooden floor was

Instead of privileging any

hurting his knees, judging from

one sense in this process,

massage after the prayers were

I integrate multiple senses

focused and his back did not

his uneasy rise and gentle knee
completed, his singing remained

of participants as well as

curve. Although I could see his

myself to perform a close

quaking as he maintained his

reading and draw a more

on the sparkle in his eyes and his

discomfort—his upper body
weight on his knees—I focused

critical interpretation of the

mellifluous invocation of pious

usage of Buddhist songs.

but a routine for his religious

prayer. To him, this is not a song
practice; a moment for dedicating
continued on next page . . .
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Buddha’s Songs
. . . continued

his goodwill to all suffering

steady, soft voice, one that did

Consequently, I found myself

people through his own suffering

not stand out and was not as

transforming this uncomfortable

on his knees. My own “sensational

recognizable. However, because

singing experience into a more

knowledge” (Hahn 2007) allows

of my training, it was hard for

engaging musical ritualistic

me to further verify and explore

me to vocalize without my full,

performance. I started to embody

a deeper understanding of

less-restrained singing voice—the

a set of Buddhist principles—such

“A Prayer to the World,” its

discomfort in not being able to

as collectivity and uniformity in

association with Buddhist rituals

sing out always interfered with

rituals—through the sensorial

and traditions intertwined with

my concentration and made me

experience of singing this song.

personal sensations of singing this

forget the lyrics.

Rather than downgrading, such

song.
One day I did not finish my

Instead of perceiving this

use of secular musical materials

as “singing along,” I found the

re-defines and uplifts the

breakfast on time, so I had to stop

process closer to my experiences

sacredness in subtle ways. The

on my way to the main Buddha

in Buddha Hall morning

integration of my sensational

Hall to pray. I ended up praying

classes, where I would carefully

knowledge became a tool to

with a monastic practitioner in a

monitor my voice and behaviors

unpack this interpretation as

small room right next to the main

and adjust the volume and

a Buddhist practitioner, which

hall. After I poured my heart out,

pronunciation of my chanting

further problematizes the

singing the song like a classical

according to the voices of the

paradigm of sacred and secular in

singer—which I understood as

other monastic practitioners.

modern Buddhism.

appropriate for sacred singing—
the monastic practitioner came

A close reading of senses

up to me and commented that

The integration of my

my voice stood out too much.

sensational knowledge

She suggested that, instead of
focusing on my individual voice,
I should endeavor to blend with
the other singers. From that

became a tool to unpack
this interpretation as a

and sounds places Taiwanese
Buddhist practitioners and
their experiences at the center
of this research. After studying
the experiences of singing and
engaging in musical activities,
giving special attention to

point on, I purposely lowered

Buddhist practitioner, which

my volume and kept my voice in

further problematizes

to form a more comprehensive

order to merge more successfully

the paradigm of sacred

singing. Each Buddhist song

with other practitioners, who

and secular in modern

and its performance is not

Buddhism.

song but a musical enactment

my chest instead of my head in

were mostly singing with their
speaking voices. I also controlled

sensorial experience, I was able
and critical view of Buddhist

just an adaptation of a secular

my diaphragm to maintain a
continued on next page . . .
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Buddha’s Songs
. . . continued

for Buddhist practitioners

of musical practices through

another. By obtaining a more

to reiterate and reproduce

a close reading of a particular

intimate interpretation of musical

Buddhist meanings. Multi-

musical event. This further

activities and musical meanings,

sensory studies can prepare one

challenges the relationship

ethnomusicologists will further

to enter the sensory world of the

between performance and

reveal who we are as people in

other by assisting the scholar in

meanings and de-homogenizes

more humane, nuanced, and

capturing a more detailed image

our understandings of one

sophisticated ways. ■

Endnotes
1.
I borrow this phrase from Deborah Wong (2017), who suggests “close reading” as a methodology for ethnomusicological
studies and encourages the ethnographer to take a snapshot of a musical performance and carefully analyze its details to delve
deeper into the sophisticated politics of music making.
2.

Sutras are literature on Buddhist teachings.

3.
Tzu Chi Foundation, or Compassion Relief Tzu Chi Foundation, is a Buddhist non-profit organization that was founded in
Hualian in eastern Taiwan in 1966 by Dharma Master Cheng Yen. It is reasonably estimated now to have ten million members
and branches in ninety-eight countries. This group is well-known for its social engagement, such as its involvement with
medical care, environmental protections, educational programs, and disaster relief. I based my studies of Taiwanese Buddhist
songs on the musical activities of this Buddhist group during my fieldwork in 2015 and 2016, when I interviewed composers,
musical event production team members, and participants, and participated in several musical events myself.
4.
This name of the song is also translated as “Prayer.” Usually, practitioners will sing along with the recording as an execution
of a prayer session twice daily, at 6:55 in the morning and 1:30 in the afternoon. English and other translations exist for
practitioners outside of Taiwan, encouraging their participation in the collectivity which I mention later.
5.
I adopted this term from “The Reorganization of the Sensory World” (Porcello et al. 2010), an article focused on the
development and recent trend of studying senses in anthropology. Paul Stoller (1989) first emphasized the term “multisensory”
in his study of the ritual language of the Songhay of Niger, where “he turned from linguistics to a focus on knowledge held in
multisensory experience” (Porcello et al. 2010, 54). Following Stroller, several scholars, such as Feld (1996), Farquhar (2005), and
Hahn (2007), have pushed to integrate multiple senses in understanding cultural expressions.
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The Sense of a Feast
capturing the georgian supra
By Brian Fairley (New York University)
As a site for the negotiation and rehearsal of traditional values, the Georgian traditional feast, or supra, offers
a profoundly multisensory experience, activating auditory, gustatory, olfactory, and kinesthetic responses, as
well as the perceptual blending brought about by intoxication. In this article, I argue for a commensurably
multisensory approach to depicting and documenting this social practice. The importance of the supra
for Georgian folk song is marked by the presence of the adjective supruli (of or related to the supra) in the
conventional titles of many songs. As a foundational context, then, for a genre of music increasingly audible in
transnational circulation (Bithell 2014b), the supra warrants robust representation, anchored in subjective senseperception, in any ethnographic engagement with Georgian music.
At its most schematic, the supra consists of a sequence of toasts—with wine or other spirits—on subjects
chosen and elaborated upon by a toastmaster (tamada), accompanied by food and, depending on the setting and
participants, the singing of Georgian folk or religious music. In ethnomusicology, the supra has received close
scrutiny from Nino Tsitsishvili (2006) as a setting for the inscription of patriarchal attitudes toward male and
female singing practices, though Linderman (2012) problematizes a
simplistic reading of these gender roles. Linguistic anthropologists,
in turn, have focused on the supra, with its formalized speech
and delineated roles, as a semiotic field for the analysis of culture

Absent from the literature

(Kotthoff 1995; Manning 2012; Tuite 2010), while others have

thus far is a phenomenology

traced public debate over the supra to competing claims for a

of the supra: an attempt

post-Soviet Georgian identity (Mühlfried 2005, 2006; see Scott
2017 on the “edible ethnicity” of Georgian cultural performance
within the Soviet Union). The bulk of an issue of Ab Imperio
centered around an article by literary theorist Harsha Ram (2014)
proposing a nineteenth-century, cosmopolitan, literary origin to
the present-day form of the supra, with some respondents asking
whether a postcolonial critique could apply to the supra as an
intersection with Russian imperial discourse. Of all these studies,
only Tsitsishvili pays attention to the songs which play such a
prominent role in the supra. Absent from the literature thus far is a
phenomenology of the supra: an attempt to communicate, through
writing or other means, the lived experience of tasting, ingesting,

to communicate, through
writing or other means, the
lived experience of tasting,
ingesting, hearing, voicing,
dancing, translating—and, to
be sure, becoming drunk—at
a Georgian banquet.

hearing, voicing, dancing, translating—and, to be sure, becoming
drunk—at a Georgian banquet.
For me, a holistic sensory reckoning is crucial to representing the supra, especially given its prominence
as a point of entry to Georgian culture. For tourists and other visitors, a common theme is how to “survive” a
supra, with tips for observing proper etiquette during and between toasts (Holisky 1989), eating enough food
to compliment your host without having to loosen your belt, and politely declining a drink if you abstain from
alcohol or have reached your limit. As an English teacher funded by a Georgian government program in 2012,
I had to attend an information session devoted to this topic, and materials from Peace Corps volunteer training
similarly address strategies for supra attendance. The “excess” at the heart of the supra (Fumey 2006) can indeed
be overwhelming, especially if one’s host has trouble taking “no” for an answer. For those drawn to Georgia for its
musical culture, however, attending a supra with Georgian folk singers can create indelible memories (Figure 1).
continued on next page . . .
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The Sense of a Feast
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Figure 1. A supra in a family
home in Zugdidi, June 2012.
Photo by Brian Fairley ©

Caroline Bithell (2014a) captures the utopian feeling of community experienced as part of a Village Harmony
singing tour:
Each night we drank to God and to Georgia; to our ancestors and children; to poetry and music; to our new
friendship and to understanding between our countries; to love and to peace in the world. The heightened
conviviality that prevailed at these times—the combination of sentiment, song, and copious amounts of good food
and wine often giving rise to feelings of blissful transportation—was also, for many participants, a profoundly
affective experience that left them with an enduring sense of gratitude and enrichment. (286)

More so than bottles of wine, embroidered wall hangings, or Soviet paraphernalia purchased in Tbilisi’s Dry
Bridge open-air markets, the memory of the supra experience may be the most prized souvenir one can bring
back from Georgia.
But how can one share this experience with others? Apart from recreating supras at home—a practice
common to choirs with experience in Georgia (Bithell 2014a, 231) and something I’ve done myself with friends
at Double Edge Theatre in Ashfield, Massachusetts—prospects for sensory capture are limited. Having tuned
my ear, before my first visit, to studio recordings of Georgian choirs like the Rustavi Ensemble and Mtiebi,
along with some published field recordings by Sylvie Bolle-Zemp and others, I was struck by how different the
experience of listening is when seated at a table. Georgian song is rarely a solo affair, with multiple voice parts
following independent but coordinated paths. As a listener, it makes a big difference whether a loud, first-voice
singer is sitting right next to you when he or she sings, or whether two singers are engaging in dialogue from
distant ends of the table. Being surrounded by several men all intoning the bani, a bass part that operates like
a moveable drone in songs from Kakheti in eastern Georgia, induces, for me, a strong affective response. The
desire to add my voice to these surrounding vibrations was an urge I eventually felt comfortable enough to
satisfy, even if I balked at singing upper-voice parts by myself.
When I returned to Georgia in the summer of 2016 to conduct fieldwork, I made some first attempts at
documenting the supra more immersively. By using binaural microphones, I hoped to capture some of the
precise spatialization of sound that comes from being in close proximity to speakers and singers. At first, I wore
these microphones in my ears, since the shape of the ear’s pinnae helps to create a stereo picture. I also had a
GoPro camera, whose small size and wide-angle lens, I imagined, would permit me to capture the embedded
continued on next page . . .
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Figure 2. The supra table
before the arrival of guests.
August 2016.
Photo by Brian Fairley ©

perspective of someone sitting at the table. Results were mixed. Wearing the GoPro on my forehead looked too
ridiculous by half, so I was forced to hold it in my hand and subtly point it where I was looking, while having the
microphones in my ears prompted bemused responses from fellow guests. Even so, I was glad to have this setup
available when the dynamic young vocal group Adilei sang a ten-minute version of the epic song “Khasanbegura”
at a supra in Mtispiri, a performance that featured a striking moment of laughter and inside joking that I ended
up writing about in my thesis (Fairley 2017, 74–75). A preliminary attempt at syncing the audio and video from
this night’s supra may be viewed here, with members of Adilei singing “Bindisperia Sopeli” (It is twilight in the
village), in a version from the region of Racha.
Determined to have some control over the conditions
of my documentation, I decided to host a supra for
my birthday at a restaurant in Tbilisi and invited
several excellent singers who had become friends and
interlocutors (Figure 2). I set up the microphones and
GoPro on a special rig on a tripod and placed it right
next to me at the table, so I would not have to wear either
microphone or camera (Figure 3). It was a splendid night,
and David Shugliashvili, a member of the Anchiskhati
Choir, was a charming, funny, and generous tamada.
My footage, however, was generally useless. I quickly
realized, that night, that frequently checking, adjusting,
and repositioning the camera rig would have removed
me too much from the proceedings. My own sensory
immersion—my attention, in other words—was more
important than the residual trace of a recording. I was the
host, after all, and bore a responsibility for my guests. To
neglect them would have compromised the event I had
thought so important to share with the wider world.

Figure 3. One version of the recording rig.
Photo by Brian Fairley ©
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Despite the shortcomings of these initial attempts, I believe there is great potential in using immersive
documentation to communicate certain aspects of the supra. Perhaps a table-mounted 360-degree camera,
later paired with a virtual-reality headset would work better, at least for the visual aspect of the supra, as it would
allow the viewer to choose a point of focus, though we would lose the directionality of the binaural audio. Video
installations, perhaps interactive ones accompanied by food, in the style of the artist Liz Phillips, could be
another outlet for these efforts. Simultaneous translation, subtitles, or commentary could add another layer. In
all, the supra offers a challenging arena for Steven Feld’s still-relevant call to take sound and video seriously as
vehicles for ethnographic inquiry (Feld and Brenneis 2004; cf. Samuels et al. 2010), even if the sensory excess of
the supra ineluctably defies capture. ■
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More than Sound

a sensory studies bibliography for novices
By Hannah Adamy (University of California, Davis)
Sensory studies is a relatively young field, but in many ways, ethnomusicologists have always been
interested in sensory perception, albeit one sense in particular. Phenomenology, sound studies, Indigenous
studies, feminist studies, and any other field or discipline delving into issues of embodiment have
challenged the limits of a single sensory experience. In the Western five-sense model, hearing traditionally
falls second in the hierarchy: below sight and above the “lower order” senses of taste, smell, and touch.
Comparably, sound holds a privileged position, and the field of sound studies has most loudly theorized the
epistemological riches of sound. However, it is easy to fixate on the sound of things at the expense of the
rest of the sensorium. Even parsing “hearing” as something separate from bodily experience can eviscerate
cross-cultural scholarship and meaning-making.
In this spirit, I present a small annotated bibliography of scholarship that sits on the sensory fence when
it comes to sound. A longer bibliography is available online for those more interested in a sound-forward
approach to sensory scholarship. I have concentrated on works created through ethnographic approaches
and which focus on the constructed aspects of sensory perception. In approaching the bibliography this
way, I have noticed that many of these texts are about dance. As an act that is obviously multisensory,
dancing out scholarship may prove revelatory.
Bull, Cynthia Jean Cohen. 1997. “Sense, Meaning, and Perception in Three Dance Cultures.” In Meaning in Motion:
New Cultural Studies of Dance, edited by Jane C. Desmond, 269–87. Durham, NC: Duke University Press. Bull
takes ballet, contact improvisation, and traditional Ghanaian dance as her case studies to explore the ways in
which aesthetics and sensory perception influence each other.
Bull, Michael, and Jon P. Mitchell, eds. 2015. Ritual, Performance and the Senses. New York: Bloomsbury. This
compendium includes works by scholars who approach religious ritual as bodied experience. There are
eight chapters by scholars in neuroanthropology, performance studies, and sensory anthropology, with case
studies of miracles in Catholic Malta, meditative practices in theatrical performance, the Church of the Holy
Sepulchre in Jerusalem, the festival of Ramlila in Ramnagar, India, and the shrine of the Lord of the Shiny
Snow in Peru.
Classen, Constance C. 1990. “Sweet Colors, Fragrant Songs: Sensory Models of the Andes and the Amazon.”
American Ethnologist 17 (4): 722–35. Classen outlines the culturally-coded modes of perception in the central
Andean highlands and the Amazonian lowlands. Through this comparative approach, Classen draws out the
importance of attending to indigenous knowledge while employing a sensory approach.
Edensor, Tim, ed. 2010. Geographies of Rhythm: Nature, Place, Mobilities and Bodies. New York: Routledge. This
remarkably cohesive volume uses Henri Lefebvre’s late writings on rhythmanalysis to dig into the sociocultural, political, and economic significance of rhythm as an analytic. The authors think through rhythm
as a means of choreographing bodies and the results are a fascinating study in materiality, movement, and
power.
Hahn, Tomie. 2007. Sensational Knowledge: Embodying Culture through Japanese Dance. Middletown, CT: Wesleyan
University Press. Hahn’s ethnography, based on her thirty years of experience as a practitioner of traditional
Japanese dance (nihon buyo), reads like a kinesthetic experience. Hahn casts her body at the center of her
field experience, the primary means of her engaging with other social actors: her teachers, colleagues, and
the audience of her performances. Hahn follows from feminist dance and performance scholarship as she
attends to the cultural specificity of the Japanese traditional practice.

continued on next page . . .
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Howes, David, ed. 1991. The Varieties of Sensory Experience: A Sourcebook in the Anthropology of the Senses. Toronto:
University of Toronto Press. This collection of essays is a great starting point for anyone new to the sensory
studies scene. Authors from anthropology, psychology, linguistics, and cultural history attend to the senses
as shapers and bearers of culture. Particularly, Howes and Constance Classen’s “Sounding Sensory Profiles”
and Kit Griffin’s “The Ritual of Silent Wishes: Notes on the Moroccan Sensorium” focus on sound’s role in
heralding other sensory ways of being.
Kahn, Douglas. 1999. Noise, Water, Meat: A History of Sound in the Arts. Cambridge, MA: MIT Press. Kahn’s book
deviates from the ethnographic- and dance-based focus of this bibliography, if only to add an adjacent
voice to the conversation. Noise, Water, Meat delves into the relationship between sound, music, and noise
from the late-nineteenth to mid-twentieth centuries. This work is particularly insightful in its history of
acoustic concepts, their dissonances and confluences with those same concepts in visual arts, and the role of
mechanization in forging these sight-sound relationships. Kahn challenges distinctions among the senses in
Western experiences of “art.”
Malnig, Julie, ed. 2009. Ballroom, Boogie, Shimmy Sham, Shake: A Social and Popular Dance Reader. Urbana: University
of Illinois Press. A rich exploration of social and popular American dance, Malnig’s collection includes
many sense-focused or sense-informed contributions. These nineteen short essays tackle issues of gender
and sexuality, race and ethnicity, regional identity, and the role of theatricality in solidifying a sense of an
American dance history. Christina Zanfagna’s chapter on krumping and hip-hop in Los Angeles, and May
Gwin Waggoner’s examination of Cajun and zydeco forms in Louisiana are of particular note.
McMurray, Peter. 2015. “Archival Excess: Sensational Histories beyond the Audiovisual.” Fontes Artis Musicae 62
(3): 262–75. Another deviation from ethnography, McMurray enlists a selection of multisensory objects from
the Milman Parry Collection of Oral Literature to critique sound archives as primarily textual repositories
and sound objects as fixed texts. He theorizes the ways in which archival objects often exceed the sensory and
media logics of the archive, thus exhibiting what he deems a kind of “archival excess.” As McMurray rethinks
archival spaces in terms of not only the audiovisual but also touch, taste, and smell, he offers a way to
reconsider latent assumptions about what kinds of things “belong” in an archive and the effect of these things
on the humans that experience them.
Pink, Sarah. [2009] 2015. Doing Sensory Ethnography. 2nd ed. Thousand Oaks, CA: SAGE Publications. This
bibliography would not be complete without at least one practical guide to doing careful sensory
ethnography. Pink parses out distinctions in sensory methodologies in anthropology, sociology, psychology,
and the arts. She goes on to offer concrete strategies for conducting interviews, observing people and spaces,
and writing with attention to varied sensory perceptions.
continued on next page . . .

We are currently discussing plans for future issues of SEM Student News, including
volume 14, numbers 1 and 2. If there are any topics that you want us to address in
future issues, please email the editor at semstudentnews@gmail.com.
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. . . continued

Potter, Caroline. 2008. “Sense of Motion, Senses of Self: Becoming a Dancer.” Ethnos: Journal of Anthropology 73
(4): 444–65. Critiquing the ways in which scholarly literature has focused on “the five” Euro-American senses
(sight, sound, smell, taste, and touch) at the expense of other viable senses (heat, pain, and kinaesthesia),
Potter uses her experience in a professional dance training program to phenomenologically reflect on how
developing a heightened sense of kinaesthesia is a means of becoming socialized into the professional dance
community. For Potter, a focus on kinaesthesia invites a sensory understanding that engenders a bodily sense
of cultural identity.
Roseman, Marina. 1991. Healing Sounds from the Malaysian Rainforest: Temiar Music and Medicine. Berkeley:
University of California Press. In her book, based on 20 months of field research, Roseman describes
the medicinal practices of the Temiar people, who live in Kelantan, West Malaysia. Using theories from
anthropology, performance theory, medicine, and ethnomusicology, she jointly investigates Temiar concepts
of illness etiology and diagnostic strategies, and indigenous ideas about musical composition, speech,
performance, and affect to illuminate the efficacy of singing in Temiar healing rituals.
Spiller, Henry. 2017. “Sonic and Tactile Dimensions of Sundanese Dance.” In Sounding the Dance, Moving the Music:
Choreomusicology in Maritime Southeast Asia, edited by Mohd Anis Md Nor and Kendra Stepputat, 13–30. New
York: Routledge. In his chapter, Spiller challenges the notion that Sundanese dance (tari kursus) is primarily
experienced visually; rather, he argues, this dance is a tactile act that is felt for both dancers and drummers.
Through analyzing vocal gesture and its relationship to physical gesture, Spiller communicates the collapse
of dancer and drummer (the visual and the sonic) in the experience of movement and dance.
Teffer, Nicola. 2010. “Sounding Out Vision: Entwining the Senses.” The Senses and Society 5 (2): 173–88. Teffer
considers the ways in which ultrasound and magnetic resonance imaging (MRI) mediate perceptions of
what is invisible. She argues that using radio waves, magnetic fields, and sound waves scrambles established
references for thinking about visual perception. Teffer employs Hegel’s ideas about sound as a more ideal
medium than light to think through the ways in which these technologies mediate the interiority and
identity of a body into the realm of vision and image.

Extended Resource Lists
Did we miss something? Contact us with your comments and suggestions at
semstudentnews@gmail.com. We will be happy to add citations and resources to
the online versions of our resource lists.
Check out our collection of resources on SEM’s website. These include:
• Sound and Sensory Studies
• Reading, Decolonizing
• Navigating the Job Market
• Music and Diaspora
• Music, Medicine, Health, and Cognition
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