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MUSICAL THEATRE AT THE UNIVERSITY OF PORTSMOUTH 

The first ‘Song, Stage and Screen’ conference was held at the University of Portsmouth in 2006 and it is exciting that it is returning to Portsmouth this year, 

albeit in a slightly different form. 

Since the inaugural conference was held, the University has grown its provision in musical theatre – both in teaching and research.  

• 2014… BA (Hons) Musical Theatre programme launches, and continues to deliver an innovative blend of practice, critical thinking and 

entrepreneurial skills development for a wide-ranging demographic of students from the UK and elsewhere. 

• 2015… White Swan Building opens. The department of performing arts moves to a new, purpose-built building on the site of Portsmouth’s historic 

New Theatre Royal, comprising a studio theatre, five rehearsal and teaching studios, a television studio, music practice rooms and offices. 

• 2020… Arts and Humanities Research Council Funding awarded for the ‘Musical Theatre and All That Jazz’ Research Network. 

• 2020… The department establishes a partnership with Laine Theatre Arts – one of the most established training colleges in the UK. This partnership 

comprises validating the college’s undergraduate provision, with postgraduate provision in development. 

• 2021… Arts and Humanities Research Council Funding awarded for the ‘Original Cast Recordings’ Research Network. 

• 2021… The department enters the UK Research Excellence Framework for the first time and, along with colleagues in cognate areas, returns a strong 

set of results across published outputs, practice research, knowledge exchange, public engagement and research environment. 

• 2022… Song, Stage and Screen returns to the University of Portsmouth. 

 

  

 



 

 

 

SONG, STAGE AND SCREEN XVI 2022 

PLURALITIES: PERFORMANCES, PRACTICES & PARTICIPATORY CULTURES 

 

Responding to many of the ideas and conversations that arose from 2021’s virtual ‘Song, Stage and Screen’ conference hosted in Austria, this conference 

considers the pluralities of musical theatre. The conference asks how we experience or approach the multiple layers of performance in embodied, digital and 

hybrid spaces; how we curate or document such experiences as audiences, scholars, fan, consumers, collectors or archivists, and how we engage in 

participatory cultures beyond consumerism. 

How has the recent reliance on, or innovations in, digital platforms altered or informed our approaches or understanding of performance? In what ways do 

communities and events such as BroadwayCon, annual performance events such as WestEnd Live, and initiatives on social media and other online platforms 

distribute, decentre or define contemporary musical theatre participatory practices? What challenges does the plurality of media involved in musical theatre 

pose for the scholar and archive? What might digital and material archives reveal about contemporary pluralities in musical theatre?  

Who is visible - or allowed to be such - in these various and varied pluralities in and of performance? Who has agency in the accumulation or access to musical 

theatre culture? What can material cultures or recorded artefacts tell us about the pluralities of performance, and how can we promote enhanced 

participation in the creating, sharing and experiencing of performance and all its related artefacts? These questions, and more, will be explored and discussed 

across more than forty presentations from our thriving international community of scholars and practitioners. Thank you for attending, and we look forward to 

sharing ideas and perspectives in a friendly, open and respectful environment. 

  



 

 

PARTICIPATION GUIDELINES 

 

All sessions will be accessible on a single Zoom code provided in the left-hand 

box. Panel sessions will take place in discrete breakout rooms within the main 

Zoom meeting. Coffee breaks will take place in a separate online location to 

be announced shortly. 

 

During panel presentations, please ensure your camera and microphone are turned OFF or are on 

a setting that will not disturb the presenter or other panel members or attendees.  

During questions or plenaries, please turn your cameras ON to ensure there is a sense of exchange 

and responses. 

As this conference is virtual and many of us will be attending from our homes, we understand that 

life will often happen around us. So, during discussion sections when cameras are on, any incidental 

cameos from children, pets or partners are part of the fun. 

When participating in discussion sessions, please focus on asking questions in a spirit of generosity 

and enquiry; try to avoid simply offering comments that do not always contribute or may even be 

tangential. 

If you need to take a break from the screen but still wish to listen to the conversations, then by all 

means keep your camera off for an extended period. We recognise that while much of life is more 

‘normal’ than the last few years have been, videoconferencing is still central to much of our work 

and self-care is vital. 

We ask all participants to show respect for all other attendees and presenters, treating them with 

courtesy, care and consideration so that our conference can be inclusive and welcoming to all. 

JOINING DETAILS 

 
Zoom Room URL: https://port-ac-

uk.zoom.us/j/89822407125?pwd=OUdBWXgwdG

FJMEw1ZmVheWM4OFhrQT09 

Meeting ID: 898 2240 7125 

Passcode: 086303 

 

_ 

 

Main Zoom Room 

Theatre Royal Drury Lane  

 

Zoom Room 2 (Breakout room only) 

The Palladium 

 

Zoom Room 3 (Breakout room only) 

The Sondheim 

 

Coffee Breaks in Wonder.me at 

Matcham’s Bar (Detail TBC) 

 

https://port-ac-uk.zoom.us/j/89822407125?pwd=OUdBWXgwdGFJMEw1ZmVheWM4OFhrQT09
https://port-ac-uk.zoom.us/j/89822407125?pwd=OUdBWXgwdGFJMEw1ZmVheWM4OFhrQT09
https://port-ac-uk.zoom.us/j/89822407125?pwd=OUdBWXgwdGFJMEw1ZmVheWM4OFhrQT09


 

 

 

WEDNESDAY 29 JUNE 2022 | PROGRAMME 

3.00-3.30pm  WELCOME at Theatre Royal Drury Lane 

3.30-4.30pm  KEYNOTE PAPER at Theatre Royal Drury Lane 

4.30-5.00pm  Coffee break in Matcham’s Bar 

5.00-6.30pm  PANEL 1 

6.30–7.00pm  Break 

7.00–8.30pm  PANEL 2 

KEYNOTE | DONATELLA GALELLA (University of California, Riverside) | Chair: Phoebe Rumsey 

 
Participating in “Democracy”: Soft Power’s Audience and Ambivalence 

In Soft Power (2019), David Henry Hwang and Jeanine Tesori discuss and deploy the musical as a delivery system for ideology. They invert and satirize the Orientalist 
premise of Richard Rodgers and Oscar Hammerstein II’s The King and I (1951), as they imagine a Chinese producer lecturing Hillary Clinton on how to fix her backwards 
country. Set during the 2016 U.S. presidential election but written fifty years later, the musical within the play looks down on the United States’ convoluted democracy, 
gun violence, and xenophobic racism; dramatizes the real-life anti-Asian attack on Hwang, and situates China as civilization’s savior. Hwang and Tesori’s dramaturgy 
enacts repetition and reorientation. With the rousing reprise of “Democracy,” they ultimately celebrate and critique the United States; at the same time, they seek to 
raise the audience’s awareness of musical theatre as a seductive delivery system for propaganda. Responses to Soft Power from its Pulitzer Prize nomination to audiences 
walking out indexes the plurality of contemporary racial-national politics and positionalities. 

This keynote begins with a brief production history of Soft Power and then focuses on how the musical rewrites The King and I and interrogates American 

exceptionalism. Using reviews, interviews, and scholarship across musical theatre studies and Asian American Studies, I perform close readings of Soft Power and its 

reception. I focus on the song “Democracy,” its finale reprise, and its performances from the 2020 Democratic National Convention to the Kennedy Center. I argue that 

Soft Power offers ambivalence: an anti-racist meta-theatrical appraisal of musical theatre’s ideological manipulation, a searing critique of racism as fundamental to the 

United States, and a longing for democratic inclusion that speaks to Asian Americans. However, I also argue that it was not particularly effective in raising the critical 

consciousness of white audiences who largely resisted challenges to identification with American patriotism, as they often misread or surface-read the musical. This 

keynote invites musical scholars and spectators to think critically about their own participation in and indoctrination by soft power. 

 



 

 

 

 

 

 

 

WEDNESDAY 29 JUNE 2022 | PROGRAMME CONTINUED… 

PANEL 1C at The Sondheim 

COLOUR & RACE 
Chair: George Burrows 

 

MATRÉ GRANT 

Colorism, copyright, and commodification in 

Broadway’s Once on this Island 

NILS GROSCH 

Skin Colors, Connubia, Masks: Negotiations of 

assimilation in the Berlin operetta of the 

Weimar Republic 

LEESI PATRICK 

Documentation and the lack thereof for musical 

theatre in Nigeria 

 

PANEL 1B at The Palladium 

DIGITAL & TELEVISION 
Chair: Phoebe Rumsey 

 

KELLY KESSLER 

‘Haven’t I Seen This Somewhere Before?’: The 

Little Mermaid Live!, Content cannibalization, 

and Disney’s television legacy 

DUSTYN MARTINCICH 

Choreography out of context: Contemporary 
digital consumption of musical theatre dance 
 
MARY JO LODGE 

Pivot! Or, On the many challenges, and 

unexpected benefits of directing 

a digital musical 

 

PANEL 1A at Theatre Royal Drury Lane 

SOCIAL MEDIA I 
Chair: Adam Rush 

 

SARAH COURTIS 

Finding hope in an era of despair: lyrical 

documentation of COVID-19 

EMILY FURLICH 

Musical productions’ social media content as 

paratext: Re-gendered Company and key art 

manipulation 

CASEY BERNER 

Stitch this with your favorite 

performance/analysis of popular media:  

fandom, dramaturgy, and TikTok 



 

 

 

 

 

 

 

 

 

WEDNESDAY 29 JUNE 2022 | PROGRAMME CONTINUED… 

PANEL 2C at The Sondheim 

HISTORY & CULTURE 
Chair: Dominic Symonds 

 

 

LAURA MACDONALD 

‘A happy wedding of Broadway and the Ginza’: 

How Broadway musicals staged around the 1964 

Olympics predicted the future of musical 

theatre in Japan 

KATHRYN EDNEY 

From Baghdad to Timbuktu! (1977): Africa 

through the lens of Kismet 

 

PANEL 2B at The Palladium 

POLITICAL ECOLOGIES 
Chair: Ben Macpherson 

 

JULIA SCHLEIER 

‘Spooky Musical Hell Dream’: unpicking racism  

in The Book of Mormon 

NICOLE SKELTYS 

Canary Wharf: The Rock Opera –  

A cross-national digital journey 

VALERIE SCHRADER 

‘Why We Build the Wall’: Hegemony, memory, 
and current events in Hadestown 

PANEL 2A at Theatre Royal Drury Lane 

SOCIAL MEDIA II 
Chair: Olaf Jubin 

 

ADAM RUSH 

‘Making Things Up Again’: Contextualising The 

Book of Mormon (2011) and the contemporary 

intertextual turn  

LEE SOTTILE 

‘Will You Be Found?’: Staging social media in the 

contemporary high school musical 

KAYLIE HOROWITZ 

Inter-Affected Microdrama: An examination of 

TikTok’s unique collaborative landscape 



 

 

 

PANEL 3C at The Sondheim 

ARCHIVES 
Chair: George Burrows 

 

EMILIO MENDEZ 

‘Look over there’: Pluralities of the Mexican 

musical in the José Luis Ibáñez archive 

YUKI ONISHI 

Let’s all meet up at the Opera: A plot 

repeatedly used by Japanese early adopters 

of Western music theatre 

RÜSTEM ERTUĞ ALTINAY 

Musical theatre as disciplinary technology: 

Militarism and Turkification in late Ottoman 

children’s performances 

PANEL 3B at The Palladium 

POLITICS 
Chair: Laura MacDonald 

 

 

JORDAN CAMPBELL 

Youth in Revolt! Theatrical approaches to civil 

rights Issues in the American musical 

HYUNJUNG LEE 

South Korean musical as a space of nostalgia: 

Musical Line 1 and Laundry 

DAVID CHU 

China’s song-and-dance epics: Changing 

aesthetics and contemporary ramifications 

PANEL 3A at Theatre Royal Drury Lane 

BODIES & INCLUSIVITY 
Chair: Raymond Knapp 

 

RYAN DONOVAN 

Changing Broadway for Good 

PHOEBE RUMSEY 

Layers of performance in the musical Bandstand: 

Andy Blankenbuehler’s choreographic 

exploration of post-traumatic stress disorder 

JESSICA STERNFELD 

‘The Me Nobody Knows’: Plural identities in 

teaching and writing about trauma and musical 

theatre 

THURSDAY 30 JUNE 2022 | PROGRAMME 

 

3.00-4.30pm  PANEL 3 

4.30-4.50pm  Coffee break in Matcham’s bar 

4.50-5.50pm  PUBLISHING PANEL I at Theatre Royal Drury Lane 

5.50-6.30pm  Break 

6.30–8.00pm  PANEL 4 



 

 

 

 

 

 

PANEL 4C at The Sondheim 

MUSIC & PERFORMANCE 
Chair: George Burrows 

 

RYAN THOMAS GREEN 

Towards the elucidation of emotional 

aesthetics music theatre 

PAUL LAIRD 

The visibility/audibility of orchestrators Sid 

Ramin and Robert Ginzler in Gypsy 

 

PANEL 4B at The Palladium 

SONIC AESTHETICS I 
Chair: Jessica Sternfeld 

 

JANINE CHOW 

Sonic intimacy in podcast musicals 

AMY MALLETT 

Witchfinder: explorations in music theatre as 

immersive audio performance 

PHOEBE RANGER 

Exchange and plurality of voice in Summer: The 

Donna Summer Musical 

 

PANEL 4A at Theatre Royal Drury Lane 

SPACES & PLACES 
Chair: Kathryn Edney 

IONA WEISSBERG 

Digitalized theatre and/in underdeveloped 

cultures: The case of La Manzana de la 

Discordia 

LEAH WILKES 

SIX (2017) and Diana (2019): Feminist 

empowerment on the musical theatre stage? 

ILDIKO SIRATO 

Use of a third hall – Live and virtual 

performances in Eiffel Art Studios of Hungarian 

State Opera 

THURSDAY 30 JUNE 2022 | PROGRAMME CONTINUED… 

PUBLISHING PANEL I at Theatre Royal Drury Lane 

Chair: Ben Macpherson | Panellists: Norman Hirschy (Oxford University Press, USA) & Dom O’Hanlon (Bloomsbury Methuen, UK) 



 

 

 

PANEL 5C at The Sondheim 

PEDAGOGY 
Chair: Kelly Kessler 

 

MINA KAWAHARA 

The World Inside a Frame: Exploring emotional 

intimacy in virtual musical theatre classrooms 

and performance 

JENNIFER DANIEL 

‘Just point a camera at it and press go’ 

PANEL 5B at The Palladium 

SONIC AESTHETICS II 
Chair: Paul Laird 

 

BEN MACPHERSON 

The sound of glory: Vocal pluralities and 

decadence in Floyd Collins (1994) 

STEPHEN CEDARS 

‘Nothing like it in any amusement hall!’ Opera, 

audacity and the audience in The Who’s Tommy 

PANEL 5A at Theatre Royal Drury Lane 

SEEING OURSELVES 
Chair: Liz Wollman 

 

 

BARBARA PITAK-PIASKOWSKA 

Shared Longings: Paradox and diverse poetics of 

the Great Depression film musicals 

JAMES LOVELOCK 

‘Some Kind of Paradise’ – finding queer joy in 

tragedy in The View Upstairs 

FRIDAY 1 JULY 2022 | PROGRAMME 

 
3.00-4.00pm  PANEL 5 

4.00-4.15pm  Coffee break in Matcham’s bar 

4.15-5.15pm  PUBLISHING PANEL II at Theatre Royal Drury Lane 

5.15-6.15pm  PANEL 6 

6.15–6.30pm  Break 

6.30-7.15pm  PLENARY & CLOSE at Theatre Royal Drury Lane 

 



 

 

 

 

 

 

 

 

 

 

 

NO PANEL at The Sondheim 

 

PANEL 6B at The Palladium 

CABARET 
Chair: Nils Grosch  

 

ROBERT GORDON 

‘Come to the cabaret’: Experiencing the 2021 

London production of Cabaret 

ALETIA BADENHORST 

Participatory-immersive cabaret performance 

 

PANEL 6A at Theatre Royal Drury Lane 

TELEVISION 
Chair: Ryan Donovan 

 

OLAF JUBIN 

‘For the many, not the few?’ – Broadening the 

appeal of Netflix’ Tick, tick… Boom – The Movie 

RAYMOND KNAPP 

Let’s Talk about Rudolph: Inclusion, stigma, and 

disability in early animated Christmas television 

musicals 

FRIDAY 1 JULY 2022 | PROGRAMME CONTINUED… 

PUBLISHING PANEL II at Theatre Royal Drury Lane 

STUDIES IN MUSICAL THEATRE JOURNAL 
Chair: George Burrows | Panellists: Liz Wollman, Jessica Sternfeld and guests 

PLENARY & CLOSE at Theatre Royal Drury Lane 

Chair: George Burrows | Respondent: Dominic Symonds 



 

 

 

Rüstem Ertuğ Altınay 
Musical theatre as disciplinary technology: Militarism and Turkification in late 

Ottoman children’s performances: When the Turkish War of Independence 

started in 1919, General Kâzım Karabekir developed a militarized vocational 

education project to integrate orphans and other poor children into the workforce. 

He recruited approximately six thousand children, mostly boys, to create what he 

called Gürbüzler Ordusu [The Army of Robust Children]. Karabekir dressed the 

children like soldiers, fed them with military rations, and made them follow a strict 

physical exercise regimen. Most children involved were Armenian and Kurdish, but 

they were all raised as Sunni Muslim and Turkish. Their educational program was 

designed to eliminate any markers of ethnicity, including language and dialect. To 

this end, Karabekir employed applied education and drama-based pedagogy. The 

General believed that musical theatre was an excellent way to “discipline the 

children’s bodies, minds, and souls.” He wrote and composed several musicals, 

which he staged with the children. This presentation builds on extensive archival 

research to analyze how The Army of Robust Children’s musical performances 

became a site of militaristic paternal care and discipline. Studying the theatre as a 

site where ubiquitous and artistic performances converge, I examine how the 

children rehearsed and performed desirable Turkish citizenship, and how musical 

theatre practices shaped their everyday performances and their visions for the 

future. The Army of Robust Children’s performances thus demonstrate how musical 

theatre can serve as a disciplinary technology, and how these artistic performances 

may undermine diversity and pluralism in and beyond the theatre. 

 
Rüstem Ertuğ Altınay obtained his PhD in Performance Studies at New York University. He 
currently teaches at Kadir Has University, where he serves as the principal investigator of the 
ERC-STG-2019 project Staging National Abjection: Theatre and Politics in Turkey and Its 
Diasporas. Ertuğ’s primary areas of research are theater and performance studies, gender 
and sexuality studies, theories of media and performance, memory studies, and the cultural 
history of Turkey. He co-edited special issues for Comparative Drama, Archives and Records, 
and The Journal of Popular Culture. Ertuğ is a recipient of the Science Academy, Turkey’s 
Young Scientist Award. 

Aletia Badenhorst 
Participatory-Immersive Cabaret Performance: This paper will reflect on the 
application of participatory-immersive cabaret in exploring topic such as mental 
health, fundamental human rights, and inclusivity. Participatory-immersive cabaret 
involves the audience, to the degree that, in my personal practice, I refer to it as 
‘playing with my audience’, but unlike the form of cabaret that demeans the 
audience, this empowers the audience. For the art form to work, it needs the 
audience to play their part in the experience. Apart from the enjoyment that can 
be gleaned from participation in this, it can also, at times, provide cathartic 
experiences for audience members. This hybrid form of cabaret is political and 
provides social commentary, as per the original (archival) form of cabaret. It is 
inspired by the work of Tadeusz Kantor and his breaking of theatrical conventions 
as well Bobby Baker, in terms of self-deprecation and dealing with mental health 
through the means of comedy. My practice developed into its current form as a 
result of my interaction with the Richard Demarco archive. Baker and Kantor are in 
the selection of practitioners I focused on in my performative research PhD about 
the Richard Demarco archive, thus, there are several elements of archival 
performance present in this work. My interpretation of the archive is also that of 
the personal archive, the subjective archive -- our memories and autobiographies. 
Musical theatre numbers are used in this form of cabaret, in the Brechtian manner 
of breaking the fourth wall and this kind of musical theatre is also inter-lingual.  

 

Aletia M. Badenhorst teaches Text and Performance: Autobiography, at the University of 
Chichester as well as European Theatre Arts: Tadeusz Kantor at Rose Bruford. She received 
a PhD in archival performance from Leeds Beckett in July 2019. Her practice is situated in the 
performing archives, autobiographical, verbatim, postdramatic and participatory-immersive 
performance frameworks. She regularly performs on the cabaret circuit as well as in 
performance activism. For her performative research PhD, she performed the documents of 
ephemeral events in the Richard Demarco Archive. The methodologies created as a result of 
her PhD can be universally applied in archival performance making. She was nominated for 
the QX Cabaret Awards in 2019. She received 5-star reviews for ‘A Queer Love of Dix’ at The 
Edinburgh Festival 2018 and the Kantor Demarco award for ‘Emballage’ in 2016, a devised 
project with students from Leeds Beckett. 

ABSTRACTS AND BIOGRAPHIES (in alphabetical order by last name)  

 

 

 

 



 

 

Casey Berner 
Stitch this with your favorite performance/analysis of popular media: fandom, 
dramaturgy, and TikTok: This paper takes seriously the impulses of self-identified 
fans to analyze their favorite works of fiction, media, and performance, to create 
new works from the ‘raw materials’ of these works, and to share them publicly. 
Scholarship in fan studies has tended to focus on fanfiction and fan performances 
like cosplay in their studies of fan cultures. However, social media and TikTok in 
particular have generated new genres of fan-created works (FCWs) that occupy a 
liminal space between performance, creation, and analysis that is best understood 
as dramaturgical material. As these works serve to elucidate, build on, and/or 
question the original work in real time among a community assembled, usually 
virtually, around creative engagement with one particular work, dramaturgy offers 
a key theoretical lens in understanding the impulse to codify and share FCWs. 
Drawing on case studies primarily from “musical theatre TikTok,” this paper asserts 
that fan-creators are best understood as dramaturgs of the popular media fandoms 
in which they participate. Fan-created works, which vary in nature from longform 
fanfiction stories to 60-second videos on TikTok, serve to (re)contextualize popular 
media for fan audiences in ways that question and/or build on the dramatic 
architecture of the original work, as well as opening up new possibilities of 
meaning-making for audiences. 

 

 
Casey Berner is a PhD student at the Graduate Center, CUNY in New York City, teaches 
Theatre at Brooklyn College, and is also the Director of Development at Maestra Music. Her 
research focuses on musical theatre, audience and spectatorship, and memory. Casey’s 
artistic practice includes stage management, dramaturgy, and arts administration, and she 
has worked professionally in regional theatres throughout Philadelphia. Conference 
presentations include at the American Society for Theatre Research Conference, National 
Communication Association Conference, Philadelphia Theatre Research Symposium, and 
Kenneth Burke Society Triennial Conference. You can see more of her work at 
https://cberner.wixsite.com/caseyberner.  

 
 
 
 
 

Jordan Campbell 
Youth in Revolt! Theatrical Approaches to Civil Rights Issues in the American Musical: 
The controversial topics surrounding racial conflict in the United States have often 
been explored in the musical theatre canon of the 20th century. These musicals 
speak on issues ranging from the transatlantic slave trade to segregation. One of 
the hallmarks of American social justice movements has been the participation and 
leadership from youth. Unfortunately, very few American musicals have examined 
or celebrated these youth-led initiatives. In this paper, the intersection of youth-
driven racial justice movements through musical theatre are explored through the 
lens of three shows. While all three portray narratives of protest and revolution, 
the musicals Bloomer Girl, Fly Blackbird, and Hairspray use very different 
approaches to address racial issues in American society, epitomizing culturally 
progressive sentiments relative to the time of their respective writing and 
performance. While this divergent trio of musicals represents a span of nearly sixty 
years, this piece seeks to uncover the interconnectedness of their spirit 
and intentionality regarding the gravitas of youth involvement in civil rights issues. 
Through comparative analysis, this article examines the writing style, messages, 
themes, and political implications of each show and their collective commentary on 
interracial harmony. It also aims to interrogate structures of white supremacy 
embedded in musical theatre writing and production, including aspects of white 
feminism, revisionist history, nostalgia, satire, and villainization.  
 

Jordan Campbell (he/him) is an American actor, scholar, and educator. He currently serves as 
the Director of Research & Knowledge at Creative Generation, an arts consultancy that works 
at the intersection of the arts, youth, and social justice. In this role, he oversees a team of 
colleagues, organizational strategy, and a portfolio of projects focused on research, 
knowledge, and professional development. As an actor, Jordan has performed to audiences 
across the world including shows on U.S. & international Broadway tours, at Carnegie Hall, 
and at the John F. Kennedy Center for the Performing Arts, where he currently stars in the 
long-running classic Shear Madness. As a researcher, Jordan has authored original research 
on topics ranging from mentorship models to musical theatre history. At Harvard University, 
he worked with celebrated author and musicologist Carol Oja on musical theatre history 
research. Jordan holds an Ed.M. from the Harvard Graduate School of Education and a BFA 
in Musical Theatre & BA in Political Science from Western Kentucky University.   

https://cberner.wixsite.com/caseyberner


 

 

Stephen Cedars 

‘Nothing Like It in Any Amusement Hall!’: Opera, Audacity and the Audience in the 
Who's Tommy’: When Pete Townshend decided to call his band's 1969 record 
Tommy a “rock opera," he established a phrase equally easy to interrogate and to 
take for granted. And yet that provocation remains a remarkably fertile framing 
that challenges conventional understandings of both “rock” and “opera.” This 
paper analyzes Tommy as both a conscious attempt to engage the conventions of 
the traditional opera medium, and as a postmodern provocation that challenges 
the limitation for fixed media to inspire active engagement in its audience. As a 
work explicitly about the framing of entertainment, Tommy engages an 
ontological contradiction between performed music and its conventions on the 
one hand, and the social signification of an ambitious story about liberation on the 
other—that is equally reflected in the work's liminal connection to both the 
commercial and artistic worlds. The paper considers the opera from several 
angles—as a libretto, meaning its structured story; as a score, meaning the 
recording which any subsequent performance is expected to reference if not 
reproduce; and as performance, focusing on its first two stagings, the Who's own 
during their album tour (which included a show at the Metropolitan Opera House), 
and the 1971 Seattle Opera production, as well as on Ken Russell's film—to 
suggest that the gambit of a “rock opera" allows us to engage the essential 
question of whether an audience can ever be truly activated in a landscape where 
the slipperiness of meaning is too often codified into empty signifiers of the very 
activation it ostensibly wishes to produce.  

Stephen Cedars is a writer, director, teacher and scholar originally from south Louisiana. 
His plays have been produced or developed both in New York City and throughout the U.S. 
and Canada, and published by Original Works and Words of Choice. As a producer and 
director in NYC, he has created work for stages in three boroughs, including several years 
of community programming. As a scholar, he has presented his work at major conferences 
and has two publications forthcoming. Amongst his awards are the Theater Masters 
Visionary Playwright Award, the Gloria Ann Barnell Peter Award, and the John Golden 
Playwriting Prize. He earned his MFA in Dramatic Writing from NYU, which he attended as 
a Rita and Burton Goldberg Fellow, and is currently pursuing a PhD in Theatre and 
Performance Studies with the CUNY Graduate Center.  

 

 

Janine Chow 
Sonic Intimacy in Podcast Musicals: In the summer of 2017, 36 Questions: The 
Podcast Musical released in three acts on Apple Podcasts. The show was widely 
heralded as ground-breaking in form. A review in Wired called it “the start... into a 
sprawling ecosystem of audio aimed at evolving what podcasts can be.” The New 
York Times hailed it as “the future of musical theatre” that will have “musical 
theatre writers asking themselves about the form.” Even the show’s tagline situates 
it as seminal: The Podcast Musical, emphasis on the monolithic definite article. In a 
phone interview with me in March 2018, co-writer and co-director Chris Littler said: 
“Obviously there are radio dramas and there are audio musicals, but we felt like we 
were inventing a form as we were doing it.” This paper considers the podcast 
musical as a form: I argue that the disparate artistic idiolects of podcast and musical 
are mutually informing, resulting in a uniquely intimate affect that blends sonic 
(microphonic) closeness with musical interiority. How do the conditions of 
"blindness" and inform script and score? How does musical diegesis intervene in 
traditional audio drama? How does the form respond to the "performance space" 
of a listener's headphones—and online community beyond? This project draws on 
scholarship from musical theatre and sound studies, my interview with Chris Littler 
and Ellen Winter, and close reading of several case studies—beginning with the 36 
Questions and extending to pieces that came after, such as Anthem: Homonculus, 
Childish, Live from Tomorrow, and Songonauts. 

 

 
Janine Chow is a PhD candidate with the Interdisciplinary PhD in Theatre and Drama at 
Northwestern University. Her dissertation is on cultural approaches to childhood in American 
musical theatre. Her work engages childhood as a cultural construction, refracting adult 
interests and anxieties from South Pacific to Fun Home: mixed-race upbringings, orphanage, 
urban savvy, moral development, self-determination, and queerness. Janine is also a sound 
designer, and takes particular pedagogical interest in multi-modal performance analysis. 

 
 

 

 

 

 

 



 

 

David Chu 
China’s Song-and-Dance Epics: Changing Aesthetics and Contemporary 
Ramifications: This paper presents a study of China’s ‘Song-and-Dance Epics’, paying 
particular attention to this music’s changing aesthetics over the past 60 years, and 
their implications in contemporary China by weaving together of different 
methodologies: from analysis to social theory, to flashes of auto-ethnography. As 
hagiographic productions directly controlled by the Communist Party of China 
(CCP), the significance of these productions has yet to be recognised by Western 
scholarship. I first analyse the changes in aesthetics between the first and the 
second shows by comparing composition techniques, cinematography and 
underlying ideological differences, then investigate the song-and-dance epics’ 
enduring influence and their evolving relationship with the official ideology. I seek 
to unravel their intricate links with CCP’s official ideology, their unacknowledged 
conundrum of Westernisation in the reform era, and explore the ideological 
ambiguity of the musicians involved, which further complicates the discussion. 
Through this investigation, I argue that the CCP’s ‘Song-and-Dance Epics’ are 
essential for understanding musical life in China and its key issues: Westernisation 
and the intersection between music and ideology, whose grand narratives are 
frequently cut through by the pragmatism with which musicians approach their 
labour. The underlying conundrum faced by the song-and-dance epics demands the 
reimagination of music not only as a global phenomenon, but also one which is 
caught up in the tensions between the global and the local, with the perspective of 
a post-Cold War Asia-Pacific still divided by opposing ideological systems as a 
prominent focal point. 
 
 
David Chu has recently graduated from the University of Oxford with a master’s degree in 
musicology. He is a Leonard Bernstein enthusiast, and his research interests lie primarily in 
the musical genre-blending in Bernstein’s works, especially MASS and 1600 Pennsylvania 
Avenue. He is also interested in the intersection between music and ideology, focusing on a 
trans-Pacific perspective on music during the (new) Cold War. He served as Assistant 
Conductor of the Sun Yat-sen University Symphony Orchestra from 2016 to 2020 and has 
composed and orchestrated for a variety of ensembles. 

 

 
 

 

Sarah Courtis 
Finding hope in an era of despair: lyrical documentation of COVID-19: The arrival of 
COVID-19 in early 2020 led to the shutdown of theatres around the world, including 
the longest recorded shutdown of Broadway. However, during this time of 
uncertainty and isolation, the shows most impacted took to social media to spread 
a message of hope. Through Tik Tok, fan art, lyric videos and zoom reunions, shows 
such as Hadestown, Hamilton and the special presentation of Ratatouille the Tik Tok 
musical sustained audiences through the darkest days of the pandemic. This digital 
engagement documented responses to COVID-19 through paratexts aimed at 
fostering a sense of community during a time of isolation and bringing hope to 
those who needed it. 

In this paper I will discuss the use of social media paratexts to frame a 
message of hope through the use of song lyrics and poetry and how this can be 
used to document the historical moment of the COVID-19 pandemic. I will consider 
the choices made in these texts to craft a particular response, and examine what 
this reveals about contemporary musical theatre, audiences and the historical 
context being engaged in. This will include the themes which emerged, the push for 
inclusivity as part of #BlackLivesMatter and the changing attitudes towards 
accessibility. 
 
 
Sarah Courtis is a researcher and practitioner specialising in the lyric in musical theatre. Her 
PhD thesis focussed on lyrical meaning making and she has presented papers on song as 
protest, songs in Shakespeare, the lyrics of Tolkien, disability in musical theatre and many 
other related topics. Sarah is currently Associate Lecturer of Career Learning at Murdoch 
University and teaches musical theatre theory at the Western Australian Academy of 
Performing Arts (WAAPA). She is a Fellow of Advance HE and is currently focussing on 
publications which promote inclusivity, diversity and equity. 
 

 
  



 

 

Jennifer Daniel 
'Just point a camera at it and press go': During the pandemic our education 
programmes were thrown into confusion. Students were sent home, and work was 
done from bedrooms, dining rooms and back gardens all over the country. This 
paper considers the work produced for a Musical Theatre degree programme at 
Edge Hill University, Lancashire, and the issues arising when considering the nature 
of live theatre work vs. theatre work in the digital world, work to be marked as a 
live experience suddenly put onto film, and the issues and contradictions with 
regard to the final product of 'digital theatre' when considering the production, 
validation and assessment of this kind of hybrid work, that was unexpected at the 
point of course and assessment design. 

Where students have prioritised the creative impulse to make a good (digital) 
performance incorporating whatever resources they have to hand, embodying the 
'DiY' theatre aesthetic (Heddon, 2012), teaching staff are tied to the principles of 
constructive alignment (Biggs and Tang, 2011) whereby quality is assured by clear 
assessment criteria aligning with taught content and facilitated creative response. 
We want creativity but also 'criteria compliance' (Torrance, 2007). How then do we 
reconcile digital creativity arising in this brave new world with assessment criteria 
that were created for the live theatre? How, through an absolute creative refusal 
by students to 'just point a camera at it and press go' do we credit the digital skills 
that we have not taught, actively facilitated or designed into assessment criteria? 
How do we process the unexpected creativity of the digital native student in 
lockdown? What is (musical) theatre to us and to them? And will it ever be the same 
again? 

 
Jennifer Daniel completed her AHRC-funded PhD in 2016 at the University of Leeds with 
Opera North, resulting in the thesis Democratising Opera 
<https://etheses.whiterose.ac.uk/15539/>. She has worked for the Universities of Leeds, 
Salford and Huddersfield, John Moores University, and the University of Liverpool's Institute 
of Cultural Capital and School of Music. She is currently a Senior Lecturer in Musical Theatre 
at Edge Hill University in Lancashire. Jenny has published on opera, film, culture, and 
education and recently wrote an institutional blog post on choral singing and Covid 19 
<https://blogs.edgehill.ac.uk/isr/tag/covid-19/>. 

 

 

Ryan Donovan 
Changing Broadway for Good: How Broadway responds to contemporary calls for 
inclusion and equity (for a range of identities) will be telling, since meaningful 
changes have not yet been made by industry gatekeepers and powerbrokers. 
Actors’ Equity’s power remains administrative and essentially symbolic; they are 
still inevitably at the mercy of producers. And yet change is coming—from the 
ground up rather than the top down. Broadway has been governed for more than 
a century by deeply embedded power structures, which are currently being 
challenged by social movements, advocacy groups, and individual artists using the 
internet as a starting point for creating connection, community, and change. The 
decentralization and redistribution of power on Broadway is being sought by artists 
openly questioning what it means to put their bodies on the line—and to whose 
benefit. The dissonance between performers’ personal politics and those of theatre 
owners, producers, and casting personnel increasingly became untenable to the 
individuals involved in the groups I will discuss. In this presentation, I will address 
the work of four different advocacy groups (Artists for Economic Change, Broadway 
Body Positivity Project, Deaf Broadway, and Ring of Keys) working to reinvent 
professional theatre’s status quo from vantage points equally artistic and economic. 
Can Broadway change for good? How can equity and inclusivity reshape a system 
built on exclusion? How do these groups reckon with the paradoxes and 
contradictions of their progressive politics with the conservative politics and 
capitalist position of musicals? 
 
 
Ryan Donovan is Assistant Professor of Theater Studies at Duke University. His first book, 
Broadway Bodies: A Critical History, 1970-2020, will be published later this year by Oxford 
University Press. Broadway Bodies examines the body politics of casting Broadway musicals, 
with particular emphasis on questions of ability, sexuality, and size. He is co-editor of the 
forthcoming Routledge Companion to Musical Theatre and is a member of the editorial board 
of Studies in Musical Theatre. 
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Kathryn Edney 
From Baghdad to Timbuktu! (1977): Africa through the Lens of Kismet: In keeping 
with the conference theme, this paper will explore the pluralities of the 1978 
musical Timbuktu!. With a book by Luther Davis and music adapted by George 
Forrest and Robert Wright from works by 19th century composer Alexander 
Borodin, this all-Black musical starred Eartha Kitt and was nominated for four Tony 
Awards, including “Most Innovative Production of a Revival”.  Timbuktu!. was a re-
imagining of 1953’s Kismet (itself an adaptation of the 1911 play of the same name); 
Davis, Forrest, and Wright were behind both shows. Separated by twenty-five years, 
the plot between the two musicals was essentially the same. What had changed 
between Kismet and Timbuktu! was the setting, with a shift from Iraq to West 
Africa, and all that such a shift entailed, particularly in terms of the cast: from 
majority white to majority Black actors. Both a revival and a revisal of Kismet, the 
musical Timbuktu! will be first examined as an adaptation of an Orientalist musical 
within the context of the changing nature of Broadway musicals between the 1950s 
and the 1970s. The musical will then be situated within the history of the ways in 
which majority white musical theatre creative teams have represented Africa on 
stage. 
 
 
Kathryn Edney currently serves as Associate Provost of Assessment, Accreditation, and 
Research at Regis College (Weston, MA). When not administrating, she researches, presents, 
and publishes on representations of Africa in mainstream Broadway musicals. 
 

 

 
 

 

 

 

 

 

Emily Furlich  
Musical Productions’ Social Media Content as Paratext: Re-gendered Company and 
Key Art Manipulation: Musical theatre scholars such as Laura McDonald and Adam 
Rush have written about how web platforms created by musical theatre producers 
to promote their shows are media which can both advertise production information 
and ticket availability (in the tradition of print advertising campaigns) and cultivate 
communities of musical theatre fans. In contrast to McDonald and Rush, however, 
I am less interested in the groups of fans digital ad campaigns may bring together 
and more interested in the superabundance of content posted to these web 
platforms to drive consistent fan engagement leading up to, during, and even after 
a musical’s run. While the content (which may consist of, for example, excerpts of 
favorable reviews, external links, interviews with cast members, key art, lyrics, fan 
art, press releases, or production videos) on these web platforms is created 
primarily to market shows and maintain their visibility and relevancy in the digital 
sphere, it is also potentially valuable to scholars of musical theatre as paratextual 
material which can provide insight into the intentions of the creatives, or, perhaps 
more likely, the producers behind a production. For my case study, I will examine 
the Instagram account devoted to the West End and Broadway productions of 
Marianne Elliott’s re-gendered revival of Company, with a particular focus on the 
commentary produced in its manipulation of key art and text. 

 

Emily Furlich is a PhD student in the Theatre and Performance program at the Graduate 

Center, CUNY and a managing editor of the Journal of American Drama and Theatre. Her 

areas of study include musical theatre, divas, gender and sexuality, and lesbian and queer 

spectatorship. Emily has an article forthcoming in the Journal of Screenwriting, and in her 

negligible free time she writes about queerness in media on her blog, “Diva Drivel.” 

 

 

 

 

 

 



 

 

Donatella Galella 

Keynote paper abstract in main programme 
 
Donatella Galella is an associate professor at the University of California, Riverside. Her essays 
have been published in journals including Theatre Journal, Theatre Survey, and the Journal 
of Dramatic Theory and Criticism and in books including Reframing the Musical: Race, 
Culture, and Identity and Casting a Movement: The Welcome Table Initiative. Her book 
America in the Round: Capital, Race, and Nation at Washington DC's Arena Stage was an 
Honorable Mention for the 2020 Barnard Hewitt Award from the American Society for 
Theatre Research and a Finalist for the 2020 Outstanding Book Award from the Association 
for Theatre in Higher Education.  

 

 

 
 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Robert Gordon 
‘Come to the cabaret’: experiencing the 2021 London Production of Cabaret: The 
paper will explore the immersive and participatory elements of the current West 
End revisal of Cabaret, as a striking example of the ongoing trend in commercial 
theatre to market the liveness of a theatrical performance as a unique event.  

Rebecca Frecknall’s new production paradoxically highlights theatergoing 
as both ‘being a part of it’ and as a privileged event: on the one hand, it invited a 
voyeuristic audience to ‘come to the cabaret’ as pleasure-seeking participants and 
to observe decadence live and up close in an atmospheric ‘pre-show’ in the luridly 
lit foyers and bars. On the other hand, the promise of ‘inclusivity’ was compromised 
by a pricing policy, which has the effect of limiting access to the elite few: the 
reconfiguration of the theatre, resulting in a reduced number of seats, and top 
ticket prices of £325 to see film stars Eddie Redmayne and Jessie Buckley, ensured 
that the number of people who would be able to attend the ‘once-in-a-lifetime’ 
staging was strictly limited. Nevertheless, the initial four-month run sold out 
completely.  

The paper analyses the tension between the opposing forces of inclusivity 
and exclusivity that characterised the 2021 production. It will also ask whether the 
calculated moments of audience participation did not actually obscure the 
dangerous political realities of Weimar Berlin that Cabaret originally aimed to 
expose by confronting its spectators with the uncomfortable question of when 
habitual escapism becomes complicity in evil. 

 
 
Robert Gordon is Professor of Theatre at Goldsmiths, University of London, where in 2003 he 
introduced the first British MA in Musical Theatre. An actor, director and playwright, he is 
author of The Purpose of Playing: Modern Acting Theory in Perspective (2006), Harold Pinter’s 
Theatre of Power (2012) and, with Olaf Jubin and Millie Taylor, British Musical Theatre Since 
1950 (2016). Edited collections include The Oxford Handbook of Sondheim Studies (2014) 
and, with Dr Olaf Jubin, The Oxford Handbook of the British Musical (2016) and The Oxford 
Handbook of the Global Stage Musical, (forthcoming). He is Joint Editor with Emilio Mendez 
of Bloomsbury’s series, Topics in Musical Theatre. 

 
  



 

 

Matré Grant 
Colorism, Copyright, and Commodification in Broadway's Once on This Island: The 
Broadway musical, Once on This Island, premiered in 1990 and was recently revived 
in 2017. Its robust history exceeds three decades, and it remains popular among 
theatre practitioners at the community level in particular. However, this show, like 
many other recent musicals that prominently feature Black performers, has 
garnered little scholarly attention. Furthermore, it requires our focus with great 
immediacy—before it becomes an official product of Disney and before its legacy 
is “changed for good.” The show will soon be adapted into a live-action musical film 
for Disney+ with a re-written script by Ghanian-American playwright Jocelyn Bioh 
(School Girls; Or, the African Mean Girls Play). This paper focuses on one of this 
musical’s central themes, colorism, and connects this to issues of copyright and 
commodification at the local level through a close-reading of the Musical Theatre 
International-sanctioned “alternate version” of the musical’s book. This version 
changes all references to race in the script to references about class instead. Many 
amatuer productions utilize this version in lieu of actually casting Black performers. 
Applying a Black feminist, intersectional methodology to this musical, I ultimately 
argue for the inextricably boundedupness of race, gender, and class in Haiti, where 
this musical is set, and demonstrate how the “alternate version” of the musical does 
not account for this. Though my research leaves us with more questions than 
answers, this paper interrogates the structures of capitalism that allow for the 
continued limitation, oppression, and erasure of Black possibility on the Broadway 
stage. 
 
 
Matré Grant (she/her) is a PhD student in the Department of Theatre and 
Performance Studies at the University of Maryland. She researches Broadway 
musicals from 1990 to present with an emphasis on mainstream shows that draw 
influence from Black diasporic music and culture. As a scholar/artist/practitioner, 
Matré also directs, music directs, and performs in musicals and operas and writes 
poetry and young adult fiction. She holds a B.A. in Music from the University of 
Pennsylvania, where she was accepted into the Mellon Mays Undergraduate 
Fellowship (MMUF) program, and an M.A. in Musicology from Princeton University. 

 

 

 

Nils Grosch 
Skin Colors, Connubia, Masks: Negotiations of Assimilation in the Berlin Operetta of 
the Weimar Republic: „Ungarland! Donaustrand! Heimatland!“ had been 
proclaimed in 1930 in the operetta Viktoria und ihr Husar. With great success, they 
brought to the stage the image of the unfolding of a supposedly ‘correct’ marriage 
within the group marked by national origin, so that, for example, a Hungarian girl 
has to marry a Hungarian. The question at stake: whether it is good to marry outside 
a culturally or religiously determined group. A highly political question in view of 
the discussion in the early 20th century about inter-religious Christian-Jewish 
marriage. In this context, love relationships in which the partners represent 
opposing social groups play an important role in theater because they can be used 
to develop social conflicts by means of love stories - an important basic dramatic 
motif, especially in popular theater forms. In The Flower of Hawaii; and Land of 
Smiles; skin color and connubiality play a central role. The paper develops a reading 
of these two works as plays about racism, which negotiates the burning question of 
ethnic border-crossing through love and marriage with the means of musical 
comedy. I am particularly interested in the musical-dramaturgical means by which 
difference, othering, but also convergence and belonging are staged. 
 
Nils Grosch : Biography coming soon 
 

 
  



 

 

Ryan Thomas Green 
Towards the Elucidation of Emotional Aesthetics Music Theatre: As a result of recent 
publications in the field of music theatre, there has been a resurgence in interest in 
this highly misunderstood art form. This paper discusses the methodology and 
results from an online survey which investigated emotional responses to 
orchestration and instrumental aesthetics in contemporary music theatre. This 
paper summarises the current literature, demonstrates gaps in the field, and 
suggests how further research might benefit the development of new music 
theatre. This research tests the hypothesis that music theatre is accidentally 
alienating to non-familiar audiences because of its complex musical language and 
perceived associations with opera and the ever-popular Broadway/West End 
musical.  

Since the 1960s, music theatre has been used for artistic experimentalism 
in music performance. This paper aims to elucidate the connections between 
aesthetic appreciation and emotional engagement to identify key indexes which 
may indicate the art form’s failure to capture audience imaginations or to engage 
audiences emotionally. This paper forms part of a wider body of research testing 
the hypothesis that music theatre is accidently emotionally alienating to non-
familiar audiences because of a lack of aesthetic appreciation of complex 
instrumental language (such as extended technique) or perceived associations with 
the opera and the musical. This paper concludes that there may be an argument 
for a twenty-first century renewal for the ‘brand’ of music theatre and further study 
is needed to identify whether an academic divorce of opera and music theatre is 
required to help lay-persons differentiate between the two highly complex art 
forms. 

 

 
Ryan Thomas Green is a final year PhD candidate at University of Plymouth. Ryan has 
previously read for degrees at Dartington College of Arts and University of Sussex. His 
research is concerned with finding new ways of engaging with music theatre and discovering 
the emotional core within work and how audiences respond to orchestration aesthetics. 
 
 

 

 

Kaylie Horowitz  

Inter-Affected Microdrama: An Examination of TikTok’s Unique Collaborative 

Landscape: The rising social media power known as TikTok offers an interface and 

community unlike any comparable platform, where new ideas are rapidly 

generated and platform-specific theatrical practices yield innovative performances. 

This video sharing platform has amassed over 78 million users in the United States 

alone, and for many creators with a background in the arts, the app has been a tool 

for collaboration unlike anything else. TikTok videos land in a strange liminal space 

of experimental and unpredictable forms because of the medium itself (a socially-

based platform) and the techniques that are used (acting which lives between 

typical on-stage and on-camera acting). However, because every published video 

exists within the nebulous space of recommended content and could potentially 

resurface weeks after uploading, archiving ideas and performance concepts 

becomes a perceptional challenge. At the same time, musical theater artists have 

been able to use this to their advantage by using TikTok as both promotional tool 

and a collaborative resource with other creators. Borrowing from John H. Muse’s 

conceptions of microdrama, this paper aims to define the collaboration and 

practices of performing on TikTok through what I would call “Inter-Affected 

Microdrama.” Creators and users of the platform can directly receive feedback 

from one another, but the specific niches of performance styles communicate with 

one another to continue the evolution and various sub-forms of content. Troubling 

Diana Taylor’s definitions of archive and repertoire, and borrowing Muse’s 

understanding of microthons, I will define this uniquely interactive performance 

environment that TikTok artists create with the advantages and constraints of the 

medium. 

 

Kaylie Horowitz is a genderqueer graduate student at the University at Buffalo in Theatre and 

Performance Studies. She holds a BFA in Performance from Auburn University and has been 

working as a professional actor and voice actor. Their current research focus is all about the 

landscape of digital performance and the historical evolution of performing across YouTube, 

TikTok and Twitch. She is also highly interested in the space of performance and storytelling 

between traditional theater and animation and video games. 



 

 

Olaf Jubin  
‘For the many, not the few?’ – Broadening the appeal of Netflix’ Tick, tick… Boom – 
The Movie: Its production history attests that Jonathan Larson’s semi-
autobiographical Tick, Tick… Boom (2001), which chronicles how a songwriter 
struggles with artistic doubts and commercial temptations before creating his 
major work, is the kind of small-scale show to entice mostly Broadway insiders and 
musical theatre aficionados. 

Yet since streaming services are built on algorithms meant to secure as 
large an audience as possible, they usually shun intellectual properties with mere 
niche appeal. So, when Netflix came aboard the film version of Tick, Tick… Boom, 
the streamer clearly expected the adaptation to attract more than just theatre 
geeks by showing the many uninitiated how to participate in the ‘Larson cult’: its 
famous leading actor, former Spider-Man Andrew Garfield, and theatre royalty Lin-
Manuel Miranda, the movie’s director, promised both mass appeal and Oscar 
potential, the latter in itself a traditional tool in piquing general interest.  

Then, however, the movie’s celebrity-focused marketing, time-tested 
and thus mostly unremarkable, got an unexpected boost in the form of headline-
grabbing events: Stephen Sondheim’s death in late November 2021, Miranda’s 
chart-topping score for Disney’s Encanto and Garfield’s surprise appearance in 
box-office smash Spider-Man: No Way Home.   

The paper will explore how both the sad news and the stars’ associations 
with other, more mainstream pop culture phenomena, were instrumental in 
getting as well as keeping Tick, Tick... Boom in the public eye, and whether they 
actually man-aged to expand its audience. 

 
Olaf Jubin is Associate Lecturer at Goldsmiths, University of London. He taught for 17 years 
at Regent’s University London where he was Professor of Musical Theatre and Media Studies. 
He is co-author of British Musical Theatre since 1950 (Bloomsbury, 2016) and co-editor of 
The Oxford Handbook of the British Musical (OUP, 2016). In 2017, his monograph on Into the 
Woods appeared as part of the Routledge Fourth Wall series. He recently edited Paris and 
the Musical. The City of Light on Stage and Screen (Routledge, 2021) and is co-editor of the 
upcoming Oxford Handbook of the Global Stage Musical. 

 

 

Mina Kawahara 
The World Inside a Frame - Exploring emotional intimacy in virtual Musical Theater 
classrooms and performance: In 2021, I watched as a Powerpoint slide of my name 
and photo appeared on screen for 5 seconds, signalling my virtual graduation from 
my MFA in Musical Theatre. The moment my name and face started to fade into 
the next graduate’s name and face, I was struck by the realization that three 
quarters of my entire performing degree was spent online. This meant that I spent 
one and a half years belting out tunes, doing pirouettes and kicks and “performing” 
monologues in my kitchen. What I ended up discovering was a new sense of agency, 
artistry and the most emotional honesty I have ever felt in performance. In this 
paper, I argue that virtual classrooms and performances create an emotional 
intimacy that brings new life to theatrical material. I achieve this through exploring 
specific performances in classes, as well as clips from virtual musical concerts such 
as Sondheim’s 90th Birthday celebration in conjunction with theoretical works by 
N. Katherine Hayles and Scott deLahunta. Whether it is performance in which an 
actor is using their actual furniture as their set, or a performance where an actor is 
using a green screen as part of their performance, virtual performance has the 
ability to bring the audience closer to the performer in a way that breeds an 
irreplaceable intimacy due to the actor letting the audience into their own private 
space through the camera. When live musical theater performance and technology 
collide, a new dimension of emotional honesty and storytelling is discovered. 
 

 
Mina Kawahara (she/they) is an actor, singer, songwriter, instrumentalist and scholar 
originally from Japan. Mina is currently a first-year Ph.D. student at the University of 
Maryland, College Park. Mina’s research interests include gender, sexuality and performance 
in traditional Japanese theater, Asian representation in Western Musical Theater and 
American Musical Theater History. Mina holds a BFA in Musical Theater from the University 
of the Arts, an MA in Theater from Villanova University and a MFA in Musical Theater from 
the Boston Conservatory at Berklee. 

  



 

 

Kelly Kessler 
Haven’t I Seen This Somewhere Before: The Little Mermaid Live!, Content 
Cannibalization, and Disney’s Television Legacy: It seems like “The Mouse” is 
everywhere. The Walt Disney Company has taken bites out of Broadway; absorbed 
major properties like Pixar, Star Wars, and Marvel; and peppers the small screen 
with ownership of entities like ABC and the Disney Channel and partial stakes in 
niche cable channels like Lifetime and ESPN. In 2019 Disney unsurprisingly jumped 
onto the “live television musical” bandwagon with ABC’s The Wonderful World of 
Disney Presents: The Little Mermaid Live!. This hybrid television special event 
immediately set itself apart from contemporary predecessors like Grease Live!, 
Hairspray Live!, and The Sound of Music Live!, by bringing audiences a something 
old—footage from the groundbreaking 1989 animated feature—and something 
new—contemporary artists singing well-loved tunes live to the television 
audience—in a brand-new package. Sparkling innovation? Not so much. This was 
just a tattered page taken from an old Walt Disney playbook. Cannibalizing its own 
products for new audiences and new distribution systems has been the media 
monolith’s televisual modus operandi for over half of a century. Just like the 2019 
special hoped to bolster ABC in a post-network market reeling from streaming 
competition, 1954’s Walt Disney’s Disneyland sought to right a number of leaky 
ships: a 3rd place ABC, a struggling film company in an unstable Hollywood, and an 
amusement park in need of funding. This presentation will explore The Little 
Mermaid Live! in the dual economic and stylistic contexts of 21st century live 
television musicals and mid-century network television. What’s old is new again. 
 

 
Kelly Kessler is a Professor of Media and Cinema Studies at DePaul University. She’s the 
author of Broadway in the Box: Television’s Lasting Love Affair with the Musical (Oxford, 
2020) and Destabilizing the Hollywood Musical: Music, Masculinity, and Mayhem (Palgrave, 
2010) and editor of the forthcoming Gender, Sex, and Sexuality in Musical Theatre: 
He/She/They Could Have Danced All Night (Intellect, 2022). Her work frequently engages 
with issues of gender, sexuality and genre in American television and film and can be found 
in publications such as Studies in Musical Theatre, Television and New Media, and the Journal 
of Popular Music Studies. 

 
 

 

 

Raymond Knapp 
Let’s Talk about Rudolph: Inclusion, Stigma, and Disability in Early Animated 
Christmas Television Musicals: Inclusion has been a prominent theme of Christmas 
programming on television from the start, most commonly advanced through 
group singing of familiar carols. This practice aligns easily with the musical genre, 
with its insistence on happy endings achieved through dramatic arcs that might 
include the overcoming of obstacles to inclusion for some potential members of the 
group, and with the musical’s familiar tendency to resolve group and individual 
conflicts through song. But those obstacles to inclusion are not always mere plot 
conveniences; they can also call uncomfortable and lingering attention to stigma 
and disability, whose depictions can run counter to nostalgia’s filters, especially 
during the Christmas season. Moreover, “overcoming” narratives involving 
disability are themselves potentially problematic. This paper considers several early 
examples of animated Christmas television programming with musical narratives 
involving stigma and/or disability, including Mister Magoo’s Christmas Carol (1962), 
Rudolph the Red-Nosed Reindeer (1964), A Charlie Brown Christmas (1965), and 
How the Grinch Stole Christmas (1966). Of particular interest is how these shows do 
and do not pass muster regarding current discourses on disability, in which 
“overcoming” narratives—seemingly required of shows during the holiday 
season—often seem problematic, whereas (self-)acceptance and inclusion are seen 
as better responses to disability and other causes of stigma. Magoo and Rudolph 
provide particularly rich texts, the former by thematizing Magoo’s near-blindness, 
and the latter since it includes, besides the stigmatized Rudolph himself, others who 
are differently stigmatized, including the elf Hermey and the Misfit Toys, whose 
fates become intertwined with Rudolph’s. As these make common cause—with 
“Why Am I Such a Misfit?” becoming “We’re a Couple of Misfits”—mutual 
acceptance becomes self-acceptance, even if the mandatory happy ending renders 
this another overcoming narrative. 

 
Raymond Knapp is Distinguished Professor of Musicology and Humanities at UCLA, where he 
directs the Center for Musical Humanities. His books include The American Musical and the 
Formation of National Identity (winner, Nathan Award for Dramatic Criticism), The American 
Musical and the Performance of Personal Identity, The Oxford Handbook of the American 
Musical (co-edited with Mitchell Morris and Stacy Wolf), and Making Light: Haydn, Musical 
Camp, and the Long Shadow of German Idealism. He is currently co-editing The Oxford 
Handbook of the Television Musical with Jessica Sternfeld. 



 

 

Paul Laird 
The Visibility/Audibility of Orchestrators Sid Ramin and Robert Ginzler in Gypsy:  
Elements present in a musical theater performance are not equally visible. For 
example, pit musicians, who make strong contributions to a show’s soundscape, 
are mostly unseen, but completely invisible are orchestrators, who are only present 
in the theater through the instrumental parts that they write. The arcane nature of 
orchestration causes us mostly to ignore its contribution to characterization and 
dramatization in shows. This paper provides a case study of the roles of Sid Ramin 
and Robert Ginzler as orchestrators for Gypsy (1959), its score by composer Jule 
Styne and lyricist Stephen Sondheim. Styne prepared piano/vocal scores for 
numbers and then basically left Ramin and Ginzler to their own devices while 
orchestrating, the process discernible in detail from extant manuscripts in the 
Columbia University Archive, primary documents for this presentation. The 
orchestrators made the show’s burlesque element manifest in an exceptional, 
brassy segment of the overture, later re-entering that soundscape in songs related 
to both burlesque (e.g., “You Gotta Get a Gimmick”) and Rose’s grating personality 
(“Everything’s Coming Up Roses”), uniting the strands memorably in “Rose’s Turn.” 
The orchestrators brought an especially original touch to the dance from “All I Need 
is the Girl,” where they substantively changed Styne’s music and introduced 
evocative effects. Manuscripts and complementary evidence demonstrate that 
Ramin and Ginzler produced at least two versions of “Small World” and “You’ll 
Never Get Away from Me,” in each case one heard in the pit and the other sounding 
on the original cast album. 
 
 
Paul Laird is professor of musicology at the University of Kansas School of Music, where he 
also holds a courtesy appointment in the Department of Theatre and Dance. He has 
published widely on the topic of American musical theater, both in general terms and 
specifically on the works of Leonard Bernstein and Stephen Schwartz. His most recent books 
include co-editing with Mary Jo Lodge Dueling Grounds: Revolution and Revelation in the 
Musical Hamilton (Oxford University Press) and his own West Side Story, Gypsy, and the Art 
of Broadway Orchestration (Routledge), both published in 2021 

 

 
 

 

 

Hyunjung Lee 
South Korean Musical as a Space of Nostalgia: Musical Line 1 and Laundry: The drastic 
increase in the number of South Korean musical productions, institutions, and 
professional musical performers along with the growth of musical fandom (both 
inside and outside South Korea)—all happened in less than a decade since the early 
2000s. Such a fast-paced expansion of Korean musical has also been working hand-
in-hand and accelerated by the sudden hype of K-pop industry in the recent 
decade.  

It is necessary to look into the actual context of South Korean society and 
contextualize some of the relevant Korean musical performances in order for one 
to understand how such performance texts do not simply happen out of the 
vacuum—which is one of the topics overlooked in the recent academic discussions 
of Korean musicals and that of K-pop or Korean Wave.  

By situating two significant South Korean musicals—Ppallae (2005) 
[Laundry] and Jihach’ol Ilhoson (1994) [Line 1]—in the context of the 1990s and the 
critical years leading up to the early 2000s, this project explores the ways in which 
these musicals gather doubled receptions from its audience members. Line 1 and 
Laundry should be seen together in the context of the 1990s-2000s which happens 
to be one of the crucial periods in South Korea’s modern history. Both musicals 
challenge the imminent social problems having to do with gender, polarization 
between the poor and the rich, and racial prejudice while Laundry performatively 
embellishes these issues as nostalgic products, allowing the Korean audiences to 
distance themselves from the ever-controversial issues. I address how the 
“pluralities” in these musicals eventually create a boundary between those who are 
included and excluded, both onstage and in South Korean reality. 

 

 
Hyunjung Lee is currently a Professor of Performance and Asian Cultural Studies at Kansai 
Gaidai University, Osaka, Japan. She has a diverse teaching background having previously 
taught in the U.S., South Korea, and Singapore. Her publications have appeared in Theatre 
Research International and in the Journal of Popular Culture, among other peer-reviewed 
journals. She has contributed numerous book chapters in edited collections from major 
international publishers. Lee has also recently edited a journal special issue entitled Archiving 
Asian Cities Amidst Time in Motion in Inter-Asia Cultural Studies (forthcoming 2023). She is 
the author of Performing the Nation in Global Korea: Transnational Theatre (Palgrave 
Macmillan, 2015). 

 



 

 

Mary Jo Lodge 
Pivot! or On the Many Challenges, and Unexpected Benefits of Directing a Digital 
Musical: The global COVID-19 pandemic has presented numerous challenges to 
musical theater performers, directors, scholars. At my institution, we have not yet 
successfully produced an in-person musical since the pandemic began. I did, 
however, direct Emma: A Pop Musical (Safe at Home version) in the Fall of 2020, 
during a fully remote semester where the student performers were in their homes 
often states and even countries away from the College. Together, we committed to 
a steep learning curve to understand how a musical might take on an entirely digital 
life. We had initially planned to produce the show live on Zoom, but the challenges 
to such a plan were insurmountable, and we pivoted mid-rehearsals to a recorded 
show. While the experience was extremely challenging, the final product was good 
(thought certainly not what I had initially envisioned) and in the time since we 
closed, I’ve found myself returning to reconsider the experience as digital musicals 
have proliferated over the last two years. For instance, while I complained bitterly 
at the time about the experience, I’ve come to realize since that our digital 
production was a win for inclusivity, as it allowed us to both involve students who 
might not otherwise have considered theater, and to accommodate the needs of 
student performers more easily. In this paper, then, I explore how the limitations 
and possibilities of digital platforms can reshape the experience of creating and 
consuming musical theater into something that is a truly hybrid (and more inclusive) 
stage/film experience. 
 
 
Mary Jo Lodge is an associate professor and Acting Head of Theater at Lafayette College, 
and a theater performer, director, choreographer and scholar. She founded the BFA musical 
theater program at Central Michigan University, holds a Ph.D. from Bowling Green and an 
M.A. from Villanova, both in Theater, and a B.M. in musical theater performance from 
Catholic University. She has published numerous articles and chapters on the musical and 
has directed and choreographed a wide range of professional and college productions. 
Dueling Grounds: Revolution and Revelation in the Musical “Hamilton,” which she co-edited 
with Paul R. Laird, was published by Oxford University Press in May of 2021. 

 

 

 

 

 

James Lovelock 
‘Some Kind of Paradise’ – finding queer joy in tragedy in The View Upstairs: The View 
Upstairs (2017) is a musical based on the events leading to the 1973 arson attack 
on The UpStairs Lounge in New Orleans, which killed 32 of the patrons at the gay 
bar.  The musical is told from the perspective of Wes, a rich millennial who finds 
himself transported back to the UpStairs Lounge in 1973 after buying the empty 
building in the present day.  This paper uses Meg-John Barker and Alex Iantaffi’s 
work on challenging binaries (2017) to explore how Max Vernon’s narrative 
explores the differences between past and present, conformity and non-
conformity, and outsider and insider.  In addition, there is a consideration of how 
Jack Halberstam’s concepts of queer time and queer space are embodied 
throughout the musical, including through Vernon’s direction that productions 
should cast LGBTQ* actors wherever possible.  The paper refers in depth to the 
2019 production at the Soho Theatre and includes material from interviews with 
Max Vernon, Andy Mientus and Carly Mercedes Dyer.  The paper will conclude with 
a reflection on how non-binary and queer practice is being embedded in other 
recent productions such as Rent at the Hope Mill Theatre and & Juliet at the 
Shaftesbury Theatre. 

 
 
James Lovelock has taught at the University of Wolverhampton as a senior lecturer in musical 
theatre since 2014. James is a writer and academic with a particular interest in LGBTQ 
representation in musical theatre. James is currently writing a book on LGBTQ characters and 
queer representation in contemporary musical theatre for Methuen Drama (to be published 
in 2023) and has interviewed over 80 musical theatre practitioners from a variety of 
backgrounds about their experiences in the industry. James established the LGBTQ 
Performing Arts Research Project at the university in 2017 and has directed three concert-
lectures with the group. 

 
 

 

 

 

 

 

 

 



 

 

Ben Macpherson 
‘The sound of glory’: Vocal pluralities and decadence in Floyd Collins (1994): 
Described by scholars as a 'chameleon' (Melton 2007), 'aspirational' (Morris and 
Knapp 2011) and 'unique' (Zuim 2012), voice in musical theatre is notoriously hard 
to define with reference to a single style or aesthetic mode. Borrowing freely from 
the vocal aesthetics and techniques of both high and low musical genres, is it 
possible to identify a coherent stylistic approach in a form that - for over a century 
- has continuously adapted to the whims of popular culture? 

How might we ever define what popular 'musical theatre voice' might be 
when Hamilton raps, Christine becomes an opera star, and Caroline sings the blues? 
What might be the cultural, artistic or scholarly implications of trying to tame this 
plurality? By listening to three specific aspects that comprise the ‘voiceworld’ of 
Adam Guettel and Tina Landau’s Floyd Collins (1994) – the echo, the yodel and 
vocalese – this presentation draws on a range of voice scholars from opera, popular 
and folk music, to suggest that such a definition is not only possible but has 
paradigmatic implications for analysing broader aesthetic pluralities in musical 
theatre. 

 
 

Ben Macpherson is Senior Lecturer in Musical Theatre at the University of Portsmouth, UK. 
He is founding co-editor of Journal of Interdisciplinary Voice Studies (Intellect, since 2015) 
and the Routledge Voice Studies book series, which began with the edited collection Voice 
Studies: Critical Approaches to Process, Performance and Experience (co-edited with 
Konstantinos Thomaidis, 2015). His first monograph - Cultural Identity in British Musical 
Theatre, 1890-1939: Knowing One’s Place – was published by Palgrave in 2018. Since 2020, 
Ben has convened the ‘Vicarious Vocalities, Simulated Songs’ network, and in 2022 launched 
the ‘Original Cast Recordings’ Research Network, funded by the UK Arts and Humanities 
Research Council – a project for which he is also the recipient of a British 
Academy/Leverhulme Small Research Grant. His current book project is entitled Singing 
Utopia: Voice in Musical Theatre (Oxford University Press). 

 

 
 

 

 

 

 

Laura MacDonald 
‘A happy wedding of Broadway and the Ginza’: How Broadway musicals staged 
around the 1964 Olympics predicted the future of musical theatre in Japan: When 
Japan hosted the 1964 Summer Olympics in Tokyo, the nation provided a stage for 
elite athletes’ performances but also took the stage itself, in a celebratory showcase 
of a new and peaceful Japan. Prior to and following the Games, major productions 
of Broadway musicals indicated the potential for the continued development of 
Japan's musical theatre industry. This paper suggests it is no coincidence that 
musicals representing a multiplicity of American identities flourished in Japan 
around the Olympics. Evaluating a range of archival documents, I’ll explore how 
Broadway musicals were produced and received as signals of Japan's progress. How 
to Succeed in Business Without Really Trying (1961), a satire on corporate America, 
may have invited Japanese audiences to laugh at their own corporate culture, when 
it was performed in Japanese at the Shinjuku Koma Theater throughout July 1964. 
At the Geijutsuza Theater, singer Izumi Yukimura performed in Blackface in No 
Strings (1962), a musical about an interracial American couple in Paris. A week after 
the Olympics concluded, Annie Get Your Gun (1946) opened at the Koma Theater, 
and an American tour of West Side Story (1957) arrived less than two weeks later 
at the Nissei Theater. The former told the story of a real sharp-shooter and relied 
on stereotypes of Native Americans while the latter staged gang warfare between 
white and Puerto Rican Americans. New York Times Tokyo bureau chief Robert 
Trumbull reported that “Tokyo theatrical circles see a happy wedding of Broadway 
and the Ginza in the future for Japanese show business,” and while scholars have 
already approached Japan’s musical theatre industry from a range of perspectives, 
the “marriage” celebrations in 1964, in particular the representation of diverse 
American communities on Japanese stages, has been overlooked. 
 
 
Laura MacDonald is Assistant Professor in the Residential College in the Arts and Humanities 
at Michigan State University. She previously taught American Studies at the University of 
Groningen (the Netherlands) and musical theatre at the University of Portsmouth (UK). With 
William A. Everett, she edited The Palgrave Handbook of Musical Theatre Producers 
(2017). With Ryan Donovan, she is editing The Routledge Companion to Musical Theatre. Her 
articles have appeared in Studies in Musical Theatre, Performance Research, The Journal of 
American Drama and Theatre, L'Annuaire théâtral, New England Theatre Journal, and 
Theatre Research International. Her book project explores the persistence of long-running 
musicals on Broadway, from West Side Story to Dear Evan Hansen. She is the American 
Society for Theatre Research’s Vice President for Conferences. 



 

 

Amy Mallett 
Witchfinder: explorations in music theatre as immersive audio performance: Recent 
studies have indicated that approaches audio description (AD) within theatre are 
fast evolving; from the traditional role of impartial accompanying narrative towards 
becoming a creative element in its own right. Holland (2009) recommends 
“integrating the description so that it becomes part of the artistic experience, 
rather than keeping that experience at arms’ length.” Such integration can 
encompass embedding AD within text and character, the addition of bespoke 
soundtrack elements, or more interpretive responses to the work. Involvement of 
visually impaired audiences throughout the creative or production process is seen 
as a vital enabler of this process. 

In 2021, due to the limitations placed on live performance by the COVID-
19 pandemic, theatre company Cohere Arts adapted historical piece Witchfinder as 
an immersive musical audio drama, combining a live recording of the piece at a 
heritage venue with integrated audio description and ambisonic sound design.  This 
paper documents the involvement of visually impaired participants as both artists, 
performers and audience within the adaptation process, discussing the potential of 
audio musical drama as an accessible and inclusive experience; attracting new and 
diverse audiences to experience music theatre. 

 
 
Amy Mallett is a composer and interdisciplinary artist who enjoys collaborating with 
practitioners from other art forms to create multidimensional works. Having been awarded 
a PhD from Bath Spa University in 2018, Amy’s research interests include interdisciplinary 
collaboration, practice-based arts research and creative health. Amy is founder and Artistic 
Director of Cohere Arts, a company developing performance and participatory programmes 
enabling marginalised communities to work alongside professional artists to develop their 
skills, confidence and aspirations through engagement in the arts. 

 

 

 

 

 

 

 

 

 

Dustyn Martincich 
Choreography Out of Context: Contemporary Digital Consumption of Musical 
Theatre Dance: Dancers, and therefore choreographers, have long been part of the 
hustle of attracting audiences to shows, contributing to publicity stunts, television 
specials, even parades to create exposure for productions. Contemporary 
audiences now have an intimate look at dance whenever they like, with videos of 
Sonya Tayeh or Sidi Lardi Charkoui sharing their choreographic process on YouTube 
or Andy Blankenbuehler teaching a phrase from Hamilton on the Wall Street 
Journal’s media channel. Additionally, show choreography is disseminated through 
ensemble dancers’ master classes around the country and world. Even classic Fosse 
and Bennett complex choreography and style is released to the masses via a TikTok 
challenge. This paper will point to trends that feature choreography and ensemblist 
labor to market shows, examining how dance can engage audiences via spectacle, 
representation, or emotionality, and how these behind-the-scenes digital 
experiences and live or remote master classes can offer audience accessibility, 
demystify dance as a medium, and promote inclusivity in casting and movement 
practices. The paper will explore the impact of taking choreography out of context 
of a show and how these excerpts, or “singles,” impact the show as a whole. Can 
making dance more visible allow for innovative choreography to be archived and 
accessed, something that has been overlooked when shows flop, as Liza Gennaro 
just pointed to in her new book Making Broadway Dance? Additional queries will 
be made regarding the shift of musical theatre dance toward broader non-Western 
techniques and pedestrian movement vocabulary. 

 

 
Dustyn Martincich investigates interdisciplinary possibilities in theatre and dance 
performance. She has choreographed and performed for concert dance and theatrical 
stages. She is an Associate Professor of Theatre and Dance at Bucknell University. Her 
publications include essays in Duelling Grounds: Revolution and Revelation in the Musical 
Hamilton (Oxford University Press), Studies of Musical Theatre, North American Review, and 
The Clearing, a collection of essays on interdisciplinary readings of Toni Morrison’s work 
(Bucknell University Press). Her upcoming co-edited collection (with Phoebe Rumsey), Dance 
in Musical Theatre: A History of the Body in Movement, is due from Methuen Drama in 2023.  
 

 

 



 

 

Emilio Méndez 
‘Look over there’: Pluralities of the Mexican Musical in the José Luis Ibáñez Archive: 
How does a theatregoer’s collection evolve into one of the most relevant archives 
of musical theatre materials in a country? Director, translator, teacher, and scholar 
José Luis Ibáñez (1933-2020) was instrumental in developing musical theatre in 
Mexico and formed an inclusive archive and library. He stood out as a director 
capable of articulating Spanish Golden Age drama, opera, and Broadway and West 
End hit plays within the same career, making him an unusual professional for the 
Mexican stage. Robert W. Lerner, a pioneer in musical theatre production in Mexico 
and brother to My Fair Lady’s lyricist, found in Ibáñez the collaborator that helped 
him engage Mexican audiences with this imported theatrical form. A framed 
programme of Gypsy, starring Angela Lansbury, at London’s Piccadilly Theatre; 
volumes one and two of LP recordings from the Lyrics and Lyricists series, recorded 
live at the 92nd Street “Y” in New York; a commemorative plaque for 1000 
performances of Mame, in different theatres in Mexico City; a distinctive medal for 
the 1000th performance of the Mexican Show Daddy Longlegs illustrates the 
multiple layers of musical theatre-related artefacts in Ibáñez’s archive. However, in 
a country in which state-funded archives remain reluctant to the genre, this 
extraordinary collection and the multiple strata of knowledge within it risk 
despairing after two years of Ibáñez’s passing. This paper will present José Luis 
Ibáñez’s contribution to Mexican Musical Theatre by exploring the complexity of his 
archive and the challenges posed by its conceptualisation and re-archiving. 

 
 
Emilio Méndez is Professor of Theatre Studies at the National Autonomous University of 
Mexico (UNAM). He has translated into Spanish, both book and lyrics, of musicals such as 
Into the Woods, Urinetown, and Curtains for regional groups in Mexico. He coordinates 
UNAM’s committee to create its first Graduate Program on Performing Arts and Performance 
Studies. Emilio Méndez received the 2015 National University Distinction for Young 

Academics in the field of Artistic Creation and Cultural Dissemination.    

 

 
 

 

 

 

Yuki Onishi 
Let’s All Meet Up at the Opera: A Plot Repeatedly Used by Japanese Early Adopters 
of Western Music Theatre: In 1879, a kabuki impresario hired a touring opera 
company and inserted an operetta scene into his kabuki play, titled Hyōryū Kitan 
Seiyō Kabuki (The Miraculous Story of the Castaways: A Play in the Western Style). 
Although the audience at that time did not enjoy their first encounter with operatic 
voices, it did not take long before young intellectuals became interested in opera, 
resulting in the 1911 opening of Teikoku Gekijō (Imperial Theatre). In 1914, the 
theatre staged Oshi Ryokō (A Mute’s Travels), a play with Western music and dance. 
Meanwhile, in a suburban town called Takarazuka, an all-girl music theatre group 
started performing simple musical plays for children. After a decade from its 
founding, in 1927 the troupe staged a large-scaled revue called Mon Pari (Mon 
Paris), which incorporated the latest hit tunes and dance sequences from Paris. The 
revue’s great success determined the future direction of the company, which calls 
itself as Takarazuka Revue Company today. 

The three pivotal works in the history of Western music theatre in Japan 
share the same plot: a group of Japanese, with little knowledge of foreign languages 
and cultures, travel around the world, get lost from one another, but finally meet 
again in a European metropolis and attend an opera house together. This paper 
investigates the plays by using remaining scripts, illustrations, photos, sheet music, 
shellac recordings and critical reviews, and attempts to explain why this plot 
template was so popular, and how the playwrights in later years added their own 
twists to the prototype. 

 

 
Onishi Yuki received her Ph.D. in 2017 at the University of Tokyo, Komaba, and will become 
a lecturer at Daito Bunka University (Japan) in April 2022. With previous experiences in the 
field of comparative literature and translation studies, she has been focusing on various 
forms of music theatre in Japan, which emerged around and after 1910 under the Western 
influence. Her previous publications include an award-winning book The Birth of Japanese-
Language Opera, 1902–1923 (Tokyo: Shinwasha, 2018, in Japanese). She has read papers in 
FIRT/IFTR and PSi conferences, with her former name Itoh Yuki. 

 

 
 

 



 

 

Leesi Patrick 
Documentation and the Lack Thereof for Musical Theatre in Nigeria:  Documentation 
of theatre works cannot be overemphasized. As stated in my dissertation, “without 
documentation, pasts are erased and even forgotten” (Patrick, 153). In a space that 
has been dominated by whiteness, such documentation for musical theatre 
practitioners can form the basis for visibility and legitimization especially for works 
by people of color.  

In the past decade, Musical theatre has blossomed in Nigeria since the 
World tour of Fela! in 2011. There have been adaptations of Broadway musicals 
and original musicals written by Nigerians. However, documentation of these 
processes is lacking. Due to copyright issues, such documentation even when 
available are only with the producing companies hence hampering a 
comprehensive examination of these musicals, including hindering opportunities 
for future research.  

Matthew Reason in Documentation, Disappearance and The 
Representation of Live Performances states it clearly – “Archives are by conception 
and practice intended to preserve traces of the past, making it available for future 
generations to access, study, and more broadly, simply to know. To archive is 
synonym with to document; to archive is to do documentation (31).  

In this almost post covid space where Western musical theatre producers 
have found more ways to document, what happens to countries like Nigeria when 
their histories are left out?   

Hence, in this paper, I investigate what becomes of the history of this 
burgeoning art form in Nigeria. How can we encourage Nigerians to share their 
experience? What are the consequences when histories are not documented – who 
is at a disadvantage and/or who benefits? 

 

Leesi Patrick has just completed her dissertation at the Theatre Department of Bowling Green 
State University. Her dissertation titled “The Evolution of Musical Theatre: A Case Study of 
Bolanle Austen-Peters’ Musicals” is the first scholarly work on the Nigerian musical theatre 
industry and focuses on documenting the process of creation of these musicals and analyzing 
these musicals to understand the forms and features of Nigerian musicals. Her other 
research interests include adapting classical theatre to an African setting, backed by 
contemporary intercultural theory. Leesi has also directed two Elsewhere productions in the 

department   

Barbara Pitak-Piaskowska 
Shared Longings: Paradox and Diverse Poetics of the Great Depression 
Film Musicals: The starting point of my analysis is the following thought by President 
Roosevelt: ‘During the Depression, when the spirit of the people is lower than at 
any other time, it is a splendid thing that for just 15 cents an American can go to a 
movie and look at the smiling face of a baby and forget his troubles’. In my 
presentation I would like to invite to an open discussion about a paradox 
characterizing development of American film musicals in the 1930s. My aim is to 
outline socio-cultural, economic and political aspects of genre’s astounding 
popularity as well as contrasting motifs present in Hollywood musicals of those days 
such as escapism/realism, American Dream/Forgotten Men, myth/reality.   

As American desires reflected films and films reflected American desires I 
find it justified to disclose the paradigm of interdependent community. Based on 
main trends present among film studios (i.e. Warner Brothers backstage musicals, 
RKO Fred Astaire and Ginger Rogers fabulous musicals, Fox Film pictures promoting 
Shirley Temple’s girlhood) I treat this type of productions as inclusive, that is, 
intended for all and desired by all. While unemployment reached an all-time high 
in 1933 I consider how this gentle form of solidarity in crisis paradoxically 
encouraged Americans to spend hard-earned 15 cents and sit in a theater for an 
hour and a half looking for a break from reality. 

 
Barbara Pitak-Piaskowksa is a theatre historian and theatre critic holding a PhD in Literature 
and History of American Musical Theatre. Her research explores the history of American 
musical as a genre with particular emphasis on its development within the American popular 
culture, and the history of Polish theatre as well as Polish musical films of the 1930s. In 2020-
2021 she was a member of the Artistic Commission for 27th Nationwide Competition for 
Theatrical Performance of Contemporary Polish Drama.  She was a stipendist of Clifford & 
Mary Corbridge Trust Scholarship at Cambridge University, BAAS and The Eccles Center 
Postgraduate Award in North American Studies in London, and John F. Kennedy Institute 
Library Research Grant at Free University of Berlin, Germany. She was also a research intern 
at King’s College in London. 

 

 
 

 

 

 



 

 

Phoebe Ranger 
Exchange and plurality of voice in Summer: The Donna Summer Musical: This paper 
will interrogate the methods of plurality within voice in biographical musical 
theatre. It will use Summer: The Donna Summer musical (2018) as a case study. The 
split or plurality of the voice is highlighted in bio-musicals that choose multiple 
actors to play the same character, ‘what we visually perceive to be the (single and 
permanent) host body of a voice and the voice we actually hear. Voices not only 
change, they can be exchanged’ (Sjöberg, 2018, p 48). The exchange of voice is 
between the audience members and actor but can also be between the actors 
creating different avatars defined as ‘a variant phase or version of a continuing basic 
entity’ within the same voice (Merriam-Webster’s collegiate dictionary, 1999, n.a). 
Summer: The Donna Summer Musical, splits the different Donna’s into three very 
distinct avatars, each representing a particular time in Summer’s life. Mature Diva 
Donna, the young adult Disco Donna and the preteen Duckling Donna. The split of 
the Summer’s highlights that the host body of a voice, something generally believed 
to only be associated to one physical entity, can in fact be exchanged between 
multiple bodies taking ownership of the voice. This split allows Bert O States, self-
expressive mode to become evident by enacting ‘a split in the show, a rupture 
involving a double excess: the performer exceeds the performance spectacle by 
disengaging; the performance spectacle exceeds the performer by continuing 
(Laderman in Sjöberg, 2018, p 49). Due to this split in character, how do avatars 
affect representation of aging voice? Why is it that avatars make the ‘voice’ more 
believable for the audience?  
 
 
Phoebe Ranger is a final year PhD student at the University of Portsmouth where she is also 
a sessional lecturer on the undergraduate musical theatre programme. She completed her 
BA (Hons) Musical Theatre in 2018. Going on to complete an MRes in Theatre Performance 
in 2019, her research focused on the uses of voice within biographical musical theatre; in 
particular the plurality and intertextuality between the methods used to represent voice 
throughout a show. She began to study towards a PhD in 2020, focusing on musical theatre 
performance during the Covid-19 pandemic exploring how liveness has shifted across media 
using actor network theory. Her main areas of academic interest are voice studies, 
movement for performance, dramaturgy, imitation and authenticity, biographical musicals, 
liveness and performance and social media. 

 
 

Phoebe Rumsey 
Layers of Performance in the Musical Bandstand: Andy Blankenbuehler’s 
choreographic exploration of post-traumatic stress disorder: This paper investigates 
the unique potential movement has to delve into the complexities of post-
traumatic stress disorder. Specifically, this paper explores how doubling – the use 
of two bodies to represent one character – in the 2017 Broadway musical 
Bandstand makes room for a contemplation of the multi-layered condition. This 
manner of interpreting visible and non-visible disabilities in performance includes 
an actor playing a main character, while another plays his soldier ghost. Given this 
framework, I examine how director/choreographer Andy Blankenbuehler’s 
physicalized strategies (such as the ghost soldiers and more) generate awareness 
around post-traumatic stress disorder. Markedly, I investigate how this doubling 
keeps the tension between collective memory and individual experience operating 
at a visceral level in the musical and the impact of that effect. Consequently, I 
explore how building a mode of non-verbal communication that makes use of social 
dance-based choreography –and the embodied nostalgia therein – achieves 
profound resonance and meaning to the characters living with post-traumatic 
stress disorder. In my continued exploration of what dance can do in the genre of 
musical theatre, and engaging along the way with the scholarship of Julie Malnig 
and Danielle Robinson, I ask: how can diegetic moments of social dance in the 
musical work as an outlet for characters to work through their frustrations, 
anxieties, and personal conflicts in a post-World War II world? 
 
 
 
Phoebe Rumsey is a Senior Lecturer in Musical Theatre at the University of Portsmouth in 
the United Kingdom. Prior to moving to the UK in 2020, she taught in the Theatre and 
Speech Department at the City College of New York. She received her PhD from The 
Graduate Center, CUNY, and holds an MA in Performance Studies from NYU, an MA in 
Theatre from the University of Nevada, Las Vegas and a BFA in Contemporary Dance from 
Simon Fraser University, Canada. A scholar and practitioner, her research has been 
published in The Routledge Companion to Theatre and Politics, Studies in Musical Theatre, 
The Routledge Companion to the Contemporary Musical and Reframing the Musical: Race, 
Culture, and Identity (Palgrave). She is the author of Embodied Nostalgia: Social Dance, 
Communities and the Choreographing of Musical Theatre forthcoming from Routledge in 
2022 and Co-Editor of Dance in Musical Theatre: A History of the Body in Movement 
(Bloomsbury/Methuen Drama) upcoming for 2023. She has presented papers at IFTR, ATHE, 
ASTR, PSi, MATC, Song, Stage & Screen and CATR.  



 

 

Adam Rush 
‘Making Things Up Again’: Contextualising The Book of Mormon (2011) and the 
Contemporary Intertextual Turn: In 2004, librettist Arthur Laurents claimed that 
contemporary musical theatre had been “killed by entertainment – which goes back 
to TV, and ratings, and celebrity, and everything except, ‘Is it good?’”. Like other 
critics before him, Laurents mourned the loss of artistic works (supposedly like 
those he worked on in earlier decades) to the rise of conglomerates like Disney 
recycling familiar sources on stage (such as Broadway’s The Lion King in 1997). 
Laurents points the blame at other mainstream media, thereby acknowledging that 
commercial theatre does not operate within a vacuum. Instead, musicals are 
created in tandem with other media, as illustrated by the fact that intertextuality 
(and the inclusion of intertextual references) is as – if not more – prevalent in film, 
television and popular music as it is in musical theatre. Laurents’ perceived lack of 
quality, and ultimately originality, in recent musical theatre is therefore the result 
of the form’s intertextual connections with other media, among other factors.  
This paper explores the plurality and multiplicity of contemporary musical theatre 
performance as illustrated by the frequent inclusion of intertextual references in 
most modern musicals. It contextualises The Book of Mormon (2011), as an 
illustrative case study, in relation to several contextual events and wider stylistic 
trends across media. Like many other contemporary musicals, The Book of Mormon 
reflects the culture in which it was developed, plus the ever-growing plurality of the 
Internet, social media, and beyond.  
 
 
 
Adam Rush is a Senior Lecturer in Musical Theatre at the University of Winchester. His 
research explores the intertextual nature of the twenty-first-century musical, often in 
relation to adaptation and fan culture. This research has been published in Studies in Musical 
Theatre and in collections for Palgrave and Oxford University Press, among others. He is 
currently preparing a co-authored musical theatre history textbook with Millie Taylor, which 
documents the transatlantic development of musical theatre between London, New York, 
and elsewhere. Adam completed his Ph.D. at the University of Lincoln in 2017. 
 
 
 
 
 

 

Julia F. Schleier  

‘Spooky Musical Hell Dream’: unpicking racism in The Book of Mormon: In June 2020 
the producers' silence about the long-term criticism of The Book of Mormon’s 
‘devastating effect [...] on the resistance fight against the history of racist 
representation’ in popular culture became morally, and perhaps commercially, 
untenable. In 2021, before reopening the Broadway and West End productions of 
TBOM, the creators made alterations to ‘elevate the main Black female character 
and clarify the satire’ of the musical. To what extent do these changes shift the 
focus of the musical and how do they challenge white supremacist structures by 
destabilising colonialist views? Does letting Nabulungi use an iPad instead of 
a typewriter ‘give the Ugandan villagers more agency’ or does it merely serve as a 
quick fix while navigating the line of the least expensive changes? This paper draws 
on the approaches of Brian Granger and Gibson Alessandro Cima to this 
problematic musical, and on Donatella Galella’s work on white supremacy in 
musical theatre. By using Sara Ahmed’s complaint collective methodology, it 
investigates how earlier ‘complaints’ about TBOM’s racist depiction of Ugandans 
had been dismissed as cancel culture. It argues that while acknowledging the 
attempt to sharpen the satire and adjust some of the reproduced 
racist stereotypes, the underlying issue of portraying a generic idea of African 
countries through white gaze in TBOM remains untouched and the refusal of 
‘wokeness’ and political correctness among large parts of its audience has 
influenced potential change through public discourse since it first opened. 

 
 
Julia Franziska Schleier (she/her) is a postgraduate student from Germany, living 
in Birmingham, UK, studying at the University of Wolverhampton. She graduated with 
a Bachelor of Arts in Theatre Studies from the University of Munich in 2021. Supervised by 
Dr. Sarah Whitfield, she is currently working on her MA by Research dissertation on 
Decentering Whiteness in Musical Theatre, which she will submit in September 2022. In 
January 2022 she presented her first paper ‘‘History's about to get overthrown’ – the casting 
of SIX during #BLM and Covid-19’ at an online symposium hosted by the University of East 
Anglia. 

 

 

 

 

 



 

 

Valerie Schrader 
‘Why We Build the Wall’: Hegemony, Memory, and Current Events in Hadestown: 
Through its unique jazz-inspired score, creative set, and costume design, the 2019 
Tony award-winning musical Hadestown tells the classic Greek mythology story of 
Orpheus and Eurydice, in which Orpheus ventures to the underworld to save his 
love from an eternity of suffering. In this rhetorical analysis of the musical’s script, 
cast recording, and Broadway production, I explore how Hadestown makes 
statements about hegemony and memory that connect with current events. I note 
that Hadestown presents the underworld as an industrial wasteland that contrasts 
with the environmental nature of Persephone’s green earth, placing industry and 
the environment at odds with one another, and bringing the audience’s attention 
to issues regarding climate change and poverty. Hades is presented as an industrial 
tycoon and hegemon who exploits his workers, and the song ‘Why We Build the 
Wall’ serves to highlight the many hegemonic tactics that are used to maintain 
control over a populace. I also explore how the references to Hades’ wall provides 
audiences experiencing the musical after 2016 with a biting critique of Donald 
Trump’s 2016 campaign promise to build a wall to curb immigration at the United 
States’ southern border. Finally, I suggest that the penultimate song, ‘Road to Hell 
Reprise’, provides audiences with a message that aligns with Hannah Arendt’s view 
of the purpose of memory: that we must remember the past, or, in words of 
Hadestown, ‘tell the sad tale’, because we hope that it might turn out differently 
this time. 
 
 
Valerie Lynn Schrader (Ph.D., Ohio University, 2010) is the Associate Professor of 
Communication Arts and Sciences and Honours Coordinator at the Schuylkill campus of the 
Pennsylvania State University. Her research is interdisciplinary, focusing on how rhetorical 
messages are conveyed through the texts and performances of musical theatre works. Her 
work has been recognized with the National Communication Association’s Theatre, Film, and 
New Multi-Media Division’s Mid-Career Scholar Award, the National States Advisory 
Council’s Scholar of the Year Award, and eleven top paper awards from the National 
Communication Association and the Eastern Communication Association. She is also a 
classically trained soubrette soprano and often performs in local theatre productions. 

 

 

 

 

Ildiko Sirato 
Use of a third hall – Live and virtual performances in Eiffel Art Studios of Hungarian 
State Opera: Eiffel Art Studios opened for public first in summer 2020; official 
opening ceremony was last autumn. The new spaces give opportunity for 
conceptual experiments of stage directing and acting as well as for using 
contemporary technologies to reach audiences. The premières in the halls and 
digital studio rooms of the site are seem to give appropriate tools for renewing 
stage versions of operas and ballets from baroque to contemporary composers 
and choreographers.  

The presentation gives an overview on the Eiffel Art Studios and some case 
analysis of the most successful performances of the pandemic period. How to turn 
a railway maintenance to an opera theatre and art centre? How to meet 
contemporary technical requirements of musical performances in a traditional 
institution? New voices, new visions of service for new, young public. Different 
solutions used by Hungarian State Opera to reach people in time of pandemic and 
isolation (live stream, video stream, virtual audiences, virtual site and on-stage tour, 
virtual premières, new genres, advertisement activities, social media etc.). Could 
affect the new site on widening of public / fans of opera and ballet?  

 

 
Ildikó Sirató Ph. D., theatre researcher. Senior researcher in Collection of Theatre History 
at Hungarian National Library; associate professor at Hungarian Dance University, lecturer at 
different Universities in Hungary and abroad. Theatrical activities as stage director and 
dramaturg. Research fields: comparative theatre research, dramaturgy, musical theatre, 
history of national type of theatres in Europe. Author of books A Short History of Hungarian 
Theatre, 2017; National theatres in Europe.  Institution of national theatre, comparative 
studies on theatre history, 2007; Theatre in the Northern Light. Estonian and Finnish Drama 
on the Hungarian Stage, 2005. Member in ITI, IFTR, ASSITEJ, OISTAT. 

 

 

 

 

 

 

 

 

 



 

 

Nicole Skeltys 
Canary Wharf: the Rock Opera – A cross-national digital journey: For my practice-led 
Phd candidature in Creative Arts, I have been researching, writing, composing, and 
recording Canary Wharf: the Rock Opera, an album-length story about characters 
in London’s finance industry told via a series of songs, narration and sound pieces 
in pop/rock and electronica genres. This creative practice aims to answer the 
question of how ‘financialisation’ can be explored via the hybrid form of a 
contemporary rock opera. In composing this work (now completed), I developed a 
libretto (story and script) based on interviews with people who work in London’s 
finance industry and outside commentators including academics and investigative 
journalists.  This story is told via voice actors recorded remotely in London and 
Melbourne, and songs also built up via remote file sharing from musicians I engaged 
in both cities. Both the 50 minute rock opera music plus story, script and 
background material will be presented via a website I am currently building. For this 
conference presentation, I would like to share some of my experiences of 
translating the genre of the rock opera into a contemporary digital story-telling 
format when Melbourne was under relentless lockdowns and ‘real life’ interaction 
all but impossible. I’d also like to play excerpts of the rock opera and analyse the 
process by which I translated a plurality of creative and intellectual participants 
from UK and Australia into the finished work in very challenging circumstances. 

 

 
Nicole Skeltys is an Australian musician, composer and writer who has released eleven 
albums (including on major labels), in styles ranging from electronica to psychedelic folk, folk-
rock, pop and country. She is best known as one half of seminal electro-femme outfit B(if)tek 
(1996-2003), who toured with the Beastie Boys, recorded with Twin Peaks chanteuse Julee 
Cruise, and played sold out shows at national venues and festivals. Nicole commenced a 
practice-led PhD in Creative Arts at La Trobe University in 2020, where her major project is 
writing a rock opera about London’s finance industry.  
 
 
 

Lee Sottile 
Will You Be Found?: Staging Social Media in the Contemporary High School Musical: 
In a post-Hamilton landscape, musical theatre has gained traction with younger 
audiences and become more “mainstream.” In-kind, the industry has put out a slew 
of new shows that serve as windows into the modern high school experience in an 
attempt to capture this target audience who will market their musical on Instagram, 
Twitter, and beyond. However, as opposed to period pieces like Heathers or Grease, 
shows set in the present day must grapple with the ever-present nature of social 
media to feel authentic to their audiences’ high school experience which has 
evolved alongside technology. Thus, social media has moved away from being 
merely a marketing tactic off-stage and has warped into a plot device on-stage in a 
number of recent productions, most notably in the musicals Dear Evan Hansen, The 
Prom, and the music-heavy play Teenage Dick. In all three productions, social media 
serves as a site for affirmation and destruction for their adolescent characters, 
especially with respect to marginalized identities, be it queerness or physical and 
mental disability. The Prom showcases how social media can unite a community 
while Teenage Dick highlights how cyberbullying can lead to great tragedy and Dear 
Evan Hansen falls somewhere in between. Building on the recent work of Adam 
Rush and Jessica Hillman-McCord, these case studies examine how through staging 
and story, the inclusion of social media is a means to stay relevant to young 
audiences by highlighting the unificatory and divisive nature of digital spaces in 
respect to twenty-first-century adolescence and identity. 

 
 
Lee Sottile is a musical theatre scholar whose research focuses on musical theatre as a site 
of cultural memory in Western society that can make and break myths surrounding both 
national and personal identity. Their past research examines musical theatre representations 
of the American war in East Asia from the 1940s to the present day and the evolution of 
Second World War memory on and off-Broadway. They are a recent graduate of Chapman 
University’s M.A. in War and Society program and will be pursuing doctoral study in Theatre 
this fall.

 

 

 

 

 

 

 

Jessica Sternfeld 



 

 

‘The Me Nobody Knows’:  Plural Identities in Teaching and Writing about Trauma and 
Musical Theatre: Should musical theatre scholars and teachers share anything 
about our own identities, or avoid it? I study trauma in musicals; am I allowed to 
tell you about my own trauma? Decades ago I was told, like so many were, to keep 
my emotions, opinions, and life out of my scholarship. Personal experiences were 
not scholarly and being an enthusiastic fan of musicals was unprofessional; the goal 
was to read a piece of music through a well-applied academic lens. Instances of 
what was then called “confessional scholarship” were dismissed for being 
inappropriate or effeminate.  

But musicals are personal – to fans, audiences, performers, and scholars – 
and trauma studies can guide us in this practice of presenting multiple voices, 
including voices embodied in one person (be it character, fan, scholar, 
creator). There is value in sharing one’s own identity or trauma with scholars or 
students; we might seem more relatable, authoritative, or well-suited to the topic, 
and can open up whole new arenas of analysis of the work. There is also risk; we 
might generate discomfort at the very least.  In this talk, I present some 
perspectives on how to grapple with the plural identities of scholar, fan, and 
human. Building on literary scholars Marion Rust and Robert Fanuzzi (both 2015 
and following), trauma scholar Jennifer Delisle (2013), and musicologist William 
Cheng (2016), I present ways of thinking about the “scholarly guise” and the 
“personal guise” in studying and teaching musical theatre, and demonstrate some 
modes of embodying plural voices while talking about musicals.  
 
 
Jessica Sternfeld (Ph.D. Princeton) specializes in the cultural work of stage, film, and TV 
musicals of the last fifty years. She’s proud to be the current co-editor (with Elizabeth 
Wollman) of the journal Studies in Musical Theatre.  She co-edited, also with Liz Wollman, 
The Routledge Companion to the Contemporary American Stage Musical (2020), the first 
interdisciplinary collection focusing on recent repertoire. With Raymond Knapp, she is 
editing the forthcoming Oxford Handbook of the Television Musical.  She has work on the 
way as well on musicals and presentations of trauma.  She is Associate Professor and Director 
of the BA in Music at Chapman University in Orange, California. 

 

 

 
 

 

Iona Weissberg 
Digitalized theatre and/in underdeveloped cultures: The Case of La Manzana De La 
Discordia: A consequence of the pandemic year we have suffered has been the 
acceleration of digitalized practices across the world. On the one hand, virtual tools 
have helped us surpass the risks and limitations that have come with the sanitary 
conditions. On the other, they have affected our corporeal life: in our body, in our 
emotions, as communities. No doubt both performers and audiences have been 
mostly affected by this crisis. 

The dilemma that a digital world has created in the theatre has shaped in 
different ways developed and underdeveloped communities, taking into account 
that the financial means, as well as the technological accessibility and the level of 
its development, both in creators and consumers, is diverse in different countries 
and cultures. In my presentation, I would like to address the limitations and 
challenges I met producing La Manzana de la Discordia in Mexico City: a clown 
musical based on Homer’s Iliad, that addresses the realities of the 21st Century. The 
production of La Manzana de la Discordia developed as the pandemic spread, and 
as we tried to overpass its limitations through different technological means, we 
encountered several problems, financial and other. 

La Manzana de la Discordia lead me to think about the differences on 
producing musical theatre in under developed cultures today, in comparison with 
those conditions of developed countries. A subject which I think can be more often 
addressed in our community. 
 
 
Iona Weissberg is a full-time professor and head of the School for Dramatic Literature and 
Theatre at UNAM (Universidad Nacional Autónoma de México), and an independent director 
and producer. Amongst the last works she produced with my company, Brujas 
Producciones, La Obra de Bottom was presented last spring on-line at “Shakespeare’s 
extravaganza”, by Oxford University Press. Other later works include A Streetcar Named 
Desire and Mother Courage and her children, both awarded with grants from Mexico’s Fine 
Arts Institute. She is currently directing and producing La Manzana de la Discordia, a clown 
show based on The Iliad, and financed by UNAM. 

 

 

 
 



 

 

Leah Wilkes  

SIX (2017) and Diana (2019): Feminist empowerment on the musical theatre stage?: 

Artistic works about British royalty have been popular in many entertainment 

forms. Recent television shows and films such as The Crown (2016-) and Spencer 

(2021), and biographical musicals such as SIX (2017) and Diana: The Musical (2019), 

signal a current pre-occupation with the monarchy’s spectacles and agitations. 

SIX gives each wife of Henry VIII a voice, and a platform with which to use 

it. The musical interrogates the way in which these women have been portrayed, 

and at times mythologised, throughout history. I will be examining this multi-racial, 

‘girl power’, quasi-pop concert biographical musical to assess the kind of feminism 

promoted by the show. Diana provides a broad overview of the life of the ‘people’s 

princess’ and has become infamous in social media spaces for its perceived lack of 

satire. I shall examine how this musical, like SIX, attempts to prioritise female 

agency. 

In comparing the ways in which SIX and Diana try to celebrate 

inspirational, feminist figures through their respective main characters, I will 

consider the extent to which these musicals expose social power structures within 

which these women enjoy large amounts of wealth and privilege. Comparison of 

their respective creative teams reveals the opportunities provided by SIX for female 

practitioners. I will also examine how my viewing experiences, one live at Curve 

Theatre in Leicester and one streamed at home via Netflix, affect my engagement 

with these pieces. 

 

Leah Wilkes is a first-year PhD student at De Montfort University in Leicester. Her thesis 

extends her Master’s research on ideology and politics in megamusicals and a conference 

presentation at Watershed Festival on re-envisaging representation in Hamilton (2015). 

Leah’s doctoral project examines how women’s biographies are being represented in musical 

theatre, plus to what extent this genre is providing opportunities and agency for women 

within the industry. Her thesis builds on work around women in musical theatre (Barnes 2015 

and 2020, Wolf 2011) and writings that focus on biographical theatre (Canton 2011, 

Claycomb 2012). 

 

 

 

 

 

 

 

 


