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“Listening and Remembering”: participants improvise with their voices
“Listening and Remembering”: participantes improvisam com as suas vozes



Editorial (PT)

Caros leitores e leitoras, 

É com grande entusiasmo que assumo este novo 
desafio enquanto coordenador editorial da Revista do 
CITAR. As minha primeiras palavras, de agradecimento, 
vão para o professor Álvaro Barbosa, editor dos dois 
primeiros números e impulsionador incansável da 
revista, pela confiança que depositou em mim para dar 
continuidade a este projeto editorial.

A Revista do CITAR prossegue o seu esforço de 
disseminação da investigação realizada no âmbito do 
nosso centro, nomeadamente na área da Ciência e 
Tecnologia das Artes, reunindo nas suas diversas áreas 
de especialização tanto teórica como prática, artigos 
científicos de relevo e de alta qualidade.

No campo das artes digitais, João Castro Pinto 
apresenta uma proposta que nos encaminha para um 
“novo” estatuto da arte interativa; e Ximena Alarcón 
descreve um projeto sobre memórias coletivas de 
viagens de metropolitano que resultaram na criação 
de novas narrativas durante uma performance áudio, 
coletiva, assistida por computador. Na área dos 
estudos musicais, Florian Pertzborn descreve as 
diferenças mais significativas no ensino e na prática do 
instrumento contrabaixo do ponto de vista do aluno, 
do professor e do performer; Maria do Rosário Sousa 
apresenta, sintetizando a sua investigação doutoral, 
novos modelos didático-pedagógicos na educação 
intercultural da música e das artes; e Rui Cruz e 
Sofia Lourenço procuram analisar as diferenças e/ou 
semelhanças entre modelos críticos de performance e 
escolas de interpretação do piano.

Dois resumos críticos de conferências internacionais 
fecham o presente número: Maria José Távora sintetiza 
como decorreu o Primeiro Encontro Luso-Brasileiro de 
Conservação e Restauro que teve lugar nas instalações 
da Universidade Católica do Porto, e Helena Figueiredo 
sumariza as apresentações mais significativas do 
Segundo Fórum Internacional Itinerários Musicais, a 
cargo da Universidade Nova e que decorreu no Centro 
Cultural de Belém, em Lisboa.   

Em meu nome e em nome da equipa editorial 
desejamos-vos uma boa leitura e esperamos que 
desfrutem deste terceiro número da Revista do CITAR.

Carlos Sena Caires 
Editor da Revista do CITAR

Editorial (EN)

Dear Readers,

It is with great enthusiasm that I am taking on this new 

challenge as coordinating editor of the CITAR journal. 

I would like to use my first words to thank Professor 

Álvaro Barbosa, editor of the first two editions and 

tireless promoter of the journal, for placing his trust in 

me for the continuation of this editorial project.

The CITAR Journal is pursuing its effort to publicise 

the research conducted by the different departments 

of our centre, specifically in the area of Arts Science 

and Technology. It brings together important and 

high quality scientific articles on both the theory and 

practice of the various specialisation areas of the 

centre.

This third edition presents five scientific articles and 

critical summaries of two international conferences. 

In the field of digital arts, João Castro Pinto presents 

a proposal that moves us towards a “new” status 

for interactive art; and Ximena Alarcón describes a 

project about subway memories and experiences that 

resulted in the creation of new narratives in a collective 

computer-based audio performance. In the area of 

musical studies, Florian Pertzborn describes the most 

significant differences in teaching and playing the 

double-bass instrument from the points of view of 

students, teachers and performers; Maria do Rosário 

Sousa presents a summary of her doctoral research 

into new teaching-educational models in inter-cultural 

music education and the arts; and Rui Cruz and 

Sofia Lourenço seek to analyse similarities and/or 

differences between critical piano performance models 

and schools of interpretation.

Two critical summaries of international conferences 

bring this issue to a close, Maria José Távora 

summarises the events at the First Luso-Brazilian 

Meeting on Conservation and Restoration, held at 

the facilities of the Universidade Católica do Porto, 

and Helena Figueiredo outlines the most significant 

presentations at the Second International Forum of 

Musical Itineraries, run by the Universidade Nova, held 

at the Belém Cultural Centre in Lisbon.   

Both the entire editorial team and I hope that you 

enjoy reading this third edition of the CITAR Journal.

Carlos Sena Caires 

Editor of CITAR Journal
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About the Portuguese Catholic University - 
School of Arts

The Portuguese Catholic University (Universidade 
Católica Portuguesa - UCP) was established in 

1967 by decree of the Holy See under Concordat 

Law. UCP has been a pioneer in University 

development in Portugal, introducing new 

areas of knowledge not previously taught (e.g. 

business administration and management, food 

engineering, art and music, etc.). 

The Portuguese Catholic University was born in 

the north (Braga), extended to Lisbon, where 

the Rector's office is located, and continued 

its expansion to Porto, Viseu, Figueira da Foz 

and Sintra. The Porto Regional Centre began 

its activities in 1978 with the College of Law 

and comprises, at present, 22 degree programs, 

distributed among the two campuses situated in 

Porto: The Foz and the Asprela Campus. 

Located by the “Foz Velha”, The “Foz Campus”, 
encompasses five Schools: the “College of Law” ; 

the “ School of Economics and Management ”, the 

“College of Theology” , the “School of Arts” and 

the “Institute of Education ” and offers 8 degree 

and several post-degree programs.  

 

UCP-EA’s Website: http://artes.ucp.pt/

About the Research Center for Science and 
Technology of the Arts (CITAR)

Founded in 2004, the CITAR is an academic 

Research Center of School of the Arts of the 

Portuguese Catholics University who foster 

interdisciplinary collaboration and promote 

theoretical and applied research in their creative 

production. The center has extended its activities 

in 2007 from Digital Arts towards Music Studies, 

Theory of the Arts and Cultural Heritage 

Study, Conservation and Management. These 

different research groups, representing multiple 

disciplinary interests, have created a unique 

academic environment dedicated to envisioning 

an interdisciplinary dialogue between Arts and 

Science.

CITAR's mission is to develop activities R&D in 

the fields of Science and Technology of the Arts 

pursuing the following objectives:

•	 To conduct scientific and technology 

activity research, theoretical and 

experimental, in the scientific fields 

Science and Technology in the Arts;

•	 To support bridges between the arts, 

humanities, and sciences;

•	 To promote and support human resources 

formation in its activity field including 

pos-graduated studies;

•	 To foster interdisciplinary, particularly 

through the development of collaboration 

projects with other research units;

•	 Disseminate scientific knowledge in 

its expertise field, namely through 

publications publishing and conference 

organization;

•	 Promote scientific mobility between 

institution and researchers, national and 

international;

•	 To develop projects for the community.

CITAR's Website: http://artes.ucp.pt/citar/

CITAR JOURNAL
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RESUMOS (PT)

“O ESTATUTO DA INTERATIVIDADE NA ARTE 

COMPUTACIONAL: APORIAS FORMAIS.” 

- QUESTIONAMENTOS E CONSTRANGIMENTOS 

CONCEPTUAIS PATENTES NA PRODUÇÃO 

DE OBRAS ARTÍSTICAS VIA SISTEMAS 

COMPUTACIONAIS COM DISPOSITIVOS 

INTERACTIVOS -

João Castro Pinto

A arte contemporânea, em particular, a que é 

produzida através de tecnologias computacionais 

receptoras de input de dados, via dispositivos 

interactivos (sensores e controladores), destaca-

se por constituir um meio expressivo de cariz 

emergente e transdisciplinar, que implica a 

necessidade de um olhar crítico sobre a sua 

constituição, funções e problemáticas artísticas 

concernentes. A arte interactiva, enquanto 

forma de expressão artística integrante nesta 

categorização, implica a participação do 

espectador na realização da obra de arte, 

supostamente, no acto da sua génese / produção. 

Quando nos debruçamos sobre o significado 

formal do estatuto da interactividade, no 

contexto supracitado, perspectivando-o ou 

reduzindo-o fenomenologicamente ao ponto de 

vista da criação artística, caímos rapidamente 

em dificuldades de delimitação conceptual e em 

aporias estruturais. 

O objectivo fundamental desta investigação 

reside em delimitar formalmente o conceito de 

interactividade artística, reconduzindo-o ao exame 

fenomenológico do processo criativo próprio 

desta arte computacional, gizando, para tal, 

distinções que se nos afiguram cruciais, no sentido 

de elaborar uma hermenêutica em favor da 

criação de novas perspectivas / enquadramentos 

estéticos. Em que consiste a criação interactiva? 

Será a interactividade, sob o ponto de vista 

da criatividade artística computacional, a 

exponenciação fáctica do conceito de obra 

aberta? Corresponderá a arte interactiva a uma 

meta-arte projectiva e inconcretizável a priori?  

Qual o estatuto do artista e do espectador em 

relação à obra interactiva? Que condições ônticas 

e fácticas se postulam como necessárias para 

se poder considerar um produto artístico como 

co-realizado? Que aporias encontramos no 

progressivo processo de aferição de delimitações 

conceptuais?  

Procurará esta breve investigação contribuir para 

o estudo da presente temática, esclarecendo 

coerentemente as questões referidas, procurando 

mais, e fundamentalmente, delimitar enfoques 

de problematização, do que prover respostas de 

índole propriamente científico-estético. 

OUVIR E RECORDAR: IMPROVISAÇÃO OFF-LINE 

EM REDE PARA QUATRO COMUTADORES. 

Ximena Alarcón 

Este documento analisa a experiência da 

improvisação off-line em rede ‘Ouvir e recordar’, 

uma performance de quatro comutadores 

utilizando vozes e sons da Cidade do México 

e do Metro de Paris. Aborda a questão: como 

pode um ato de recordação coletiva, inspirado 

na audição das paisagens sonoras do metro, 

levar à criação de uma voz em rede e a narrativas 

sonoras sobre a experiência das deslocações 

urbanas? A experiência em rede é aqui vista 

numa perspetiva estrutural (definição telemática), 

o contexto subterrâneo sonoro, o processo 

etnográfico que levou à performance, as narrativas 

que são criadas na configuração eletroacústica, 

os ambientes acústicos partilhados que essas 

criações sugerem, as características técnicas e 

as respostas dos participantes que impedem e 

facilitam a interação. O enfoque é colocado no 

estatuto dos participantes como não-performers e 

na respetiva familiaridade com o ambiente sonoro, 

como um contexto que permite a participação 

de não-músicos na realização de música através 

de interfaces partilhados telemáticos, usando 

paisagens sonoras e voz em tempo real. Os 

participantes recriam a sua experiência de rotina 

através de uma relação dialógica com os sons, 

com os próprios outros participantes e com a 

experiência da partilha: uma memória coletiva. 

O APRENDIZ E O MÚSICO PROFISSIONAL. 

INVESTIGAR O CAMPO DO ENSINO SUPERIOR 

E DESENVOLVIMENTO DE EXPERTISE PARA 

APRENDIZAGEM E PERFORMANCE DO 

CONTRABAIXO. 

Florian Pertzborn

Este estudo aborda a área da educação superior 

e do desenvolvimento de competências para o 

ensino e a prática do contrabaixo. 
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O objetivo consiste em esboçar a forma como o 

contrabaixo é atualmente ensinado e praticado 

pelo aluno, pelo professor e pelo performer, 

trabalhando numa orquestra sinfónica, com vista 

a descobrirem se existem diferenças significativas 

entre os três grupos em termos de abordagem da 

prática e do desempenho. Os resultados indicaram 

que a obtenção da perícia em contrabaixo é 

multifacetada e implica o desenvolvimento de 

tarefas e aptidões múltiplas que terão de ser 

rapidamente fomentadas e experimentadas na 

área do ensino e da prática. Foram detetadas 

diferenças significativas entre os três grupos 

na área da demografia, das experiências, do 

conhecimento e das abordagens da prática. 

As recomendações e as implicações para mais 

investigação indicam que uma perspetiva 

mais vasta de ensino, prática e autoavaliação, 

associada ao uso de tecnologias para suporte à 

prática e feedback deverão ser levados em conta 

para realçar a capacidade de desempenho em 

contrabaixo. 

MÚSICA, ARTE E EDUCAÇÃO INTERCULTURAL: 

A SENSIBILIDADE ARTÍSTICA NA DESCOBERTA 

DO OUTRO. 

Maria do Rosário Sousa

O artigo apresenta uma investigação doutoral. 

Concentra-se especialmente numa investigação 

de ação cuja problemática assenta na pesquisa de 

caminhos didático-pedagógicos que contribuem 

para a abertura e mudança da educação 

intercultural permitindo uma melhor integração 

social. Optámos pela trilogia música, educação 

das artes e interculturalidade para abordar as 

problemáticas centrais desta investigação. Por 

conseguinte, foi concebido um Programa Musical 

Intercultural, implementado e avaliado em três 

escolas primárias/básicas portuguesas. As 

principais forças diretrizes que conduziram este 

Programa prendem-se com quarto áreas, que 

constituem o quadro teórico/conceptual desta 

investigação:

• Educação artística como prioridade na 

educação;  

• Educação Intercultural como resposta à 

diversidade cultural crescente;  

• O papel da música como uma metodologia de 

domínio para uma comunicação intercultural; 

• Programas de Artes como impulsos 

globalizantes para o desenvolvimento humano e a 

preservação da herança cultural. 

O trabalho empírico permanece numa 

metodologia de análise qualitativa com base 

no modelo de Renald Legendre (1993, 2005) 

de Relação pedagógica (PR), combinado com 

uma forte influência da Antropologia Visual. Os 

resultados obtidos são indicadores da elevada 

relevância e participação, bem como do impacto 

transformador desta investigação de ação, como 

facilitador da comunicação intercultural e da 

educação no seio das comunidades.

ANTAGONISMO E DEPENDÊNCIA MÚTUA: 

MODELOS CRÍTICOS DE PERFORMANCE E 

“ESCOLAS DE INTERPRETAÇÃO DO PIANO”. 

Rui Cruz e Sofia Lourenço

Polarizar e, consequentemente, intersetar dois 

conceitos diferentes, em termos de distinção/

analogia entre “escolas de interpretação do piano” 

e “modelos críticos”, tal é o objetivo do presente 

documento. O primeiro, com as suas anteriores 

conotações de empirismo e dogmatismo, e não 

diretamente formuladas por critérios estéticos ou 

ideais interpretacionais, depende principalmente 

da tradição auditiva e oral bem como do legado 

professor/aluno; o segundo emprega idealmente 

os critérios genéricos de interpretação, que 

podem ser medidos de acordo com uma fórmula 

estética e podem incluir características com a 

não-evidência, a inferência, a falta de consenso, 

a preocupação de significado ou significância, 

a preocupação de estrutura ou design, etc. A 

autonomia relativa do primeiro constitui um 

desafio para o segundo, que abraça a gama de 

perspetivas disponível no horizonte da história 

das ideias sobre música e interpretação. O esforço 

de reconhecimento dos modelos de crítica na 

interpretação musical cria o veículo para novas 

compreensões da natureza e do desenvolvimento 

histórico da prática ocidental do piano clássico, 

promovendo também a produção de argumentos 

críticos de qualidade e a comunicação de 

tendências e estilos de performance chave.
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ABSTRACTS (EN)

THE STATUS OF INTERACTIVITY IN COMPUTER 

ART: FORMAL APORIES - CONCEPTUAL 

CONSTRAINTS IN THE PRODUCTION OF 

ARTISTIC WORKS VIA COMPUTING SYSTEMS 

WITH INTERACTIVE DEVICES. 

João Castro Pinto

Contemporary art, particularly that which is 

produced by computer technologies capable 

of receiving data input via interactive devices 

(sensors and controllers), constitutes an emerging 

expressive medium of interdisciplinary nature, 

which implies the need for a critical look at its 

constitution and artistic functions. To consider 

interactive art as a form of artistic expression that 

can be filed under the present categorization, 

implies the acceptance of the participation of the 

spectator in the production of the work of art, 

supposedly at the time of its origin / or during 

its creation. When we examine the significance 

of the formal status of interactivity assuming as 

a theoretical starting point the referred premises 

and reducing it to a phenomenological point 

of view of artistic creation, we quickly fall into 

difficulties of conceptual definitions and structural 

apories. 

The fundamental aim of this research is to formally 

define the status of interactive art, by perpetrating 

a phenomenological examination on the creative 

process of this specific art, establishing crucial 

distinctions in order to develop a hermeneutics 

in favor of creation of new perspectives and 

aesthetic frameworks. 

What is interactive creation? Is interactivity, from 

the computing artistic creativity point of view, the 

exponentiation of the concept of the open work of 

art (ECO 2009)? Does interactive art correspond 

to an a priori projective and unachievable meta-

art? What is the status of the artist and of the 

spectator in relation to interactive work of art? 

What ontic and factical conditions are postulated 

as necessary in order to determine an artistic 

product as co-created? What apories do we 

find along the progressive process of reaching 

to a clarifying conceptual definition? This brief 

investigation will seek to contribute to the study 

of this issue, intending ultimately, and above all, to 

expose pertinent lines of inquiry than to provide 

definite scientific and aesthetic answers. 

“LISTENING AND REMEMBERING”: NETWORKED 

OFF-LINE IMPROVISATION FOR FOUR 

COMMUTERS. 

Ximena Alarcón 

This paper analyses the experience of the 

networked off-line improvisation ‘Listening and 

Remembering’, a performance for four commuters 

using voices and sounds from the Mexico City 

and Paris metros. It addresses the question: how 

can an act of collective remembering, inspired 

by listening to metro soundscapes, lead to 

the creation of networked voice and sound-

based narratives about the urban commuting 

experience? The networked experience is seen 

here from the structural perspective (telematic 

setting), the sonic underground context, the 

ethnographic process that led to the performance, 

the narratives that are created in the electro-

acoustic setting, the shared acoustic environments 

that those creations suggest, and the technical 

features and participants’ responses that prevent 

or facilitate interaction. Emphasis is placed on 

the participants’ status as non-performers, and 

on their familiarity with the sonic environment, 

as a context that allows the participation 

of non-musicians in the making of music 

through telematically shared interfaces, using 

soundscape and real-time voice. Participants 

re-enact their routine experience through a 

dialogical relationship with the sounds, the other 

participants, themselves, and the experience of 

sharing: a collective memory. 

THE PROFESSIONAL LEARNER  AND 

PERFORMER. INVESTIGATING THE FIELD 

OF HIGHER EDUCATION AND EXPERTISE 

DEVELOPMENT FOR LEARNING AND 

PERFORMING THE DOUBLE BASS - A GLOBAL 

SURVEY. 

Florian Pertzborn

This study investigates the field of higher 

education and expertise development for learning 

and performing the double bass. 

The aim is to draw a picture of how the double 

bass is currently learned and performed by the 

learning student, the supervising professor and 

the performer working in a symphony orchestra, 
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to find out whether if there were any significant 

differences between the three groups in their 

approaches to practice and performance. Results 

indicated that the achievement of expertise on 

the double bass is multifaceted and implies the 

development of multiple tasks and skills which 

soon have to be fostered and experienced in 

the field of learning and performing. Significant 

differences between the three groups were 

detected in the area of demography, experiences, 

knowledge, and their approaches to practice. 

Recommendations and implications for further 

investigation indicate that a wider perspective of 

learning, practice, self-evaluation in combination 

of the usage of technology for practice support 

and feedback should be taken into account for 

enhancing performance ability for the double 

bass.

MUSIC, ARTS AND INTERCULTURAL EDUCATION: 

THE ARTISTIC SENSIBILITY IN THE DISCOVERY 

OF THE OTHER. 

Maria do Rosário Sousa

The article presents a doctoral investigation. 

It mainly focuses on an action research whose 

problematic is based on the search for didactic-

pedagogical paths which contribute to schools 

intercultural openness and change allowing for 

a better social integration. We have chosen the 

trilogy music, arts education and interculturality to 

address the central problematics of this research. 

Therefore an Intercultural Musical Program was 

conceived, implemented and assessed in three 

Portuguese Elementary/Preparatory schools. 

The main leading forces guiding this Program 

are attached to four areas, which constitute the 

theoretical/conceptual frame of this research:

• Artistic education as a priority in education;  

• Intercultural education as a response to a 

growing cultural diversity;  

• The role of music as an harnessing methodology 

for intercultural communication;  

• Arts Programs as globalising impulses for human 

development and the preservation of cultural 

heritage.

The empirical work rests on a methodology of 

qualitative analysis based on Renald Legendre’s 

(1993, 2005) model of Pedagogical Relationship 

(PR), combined with a strong influence of Visual 

Anthropology. The attained results are indicators 

of the high relevance and participation, as well as 

of the transforming impact of this action research, 

as a facilitator of intercultural communication and 

education among communities.

ANTAGONISM AND MUTUAL DEPENDENCY: 

CRITICAL MODELS OF PERFORMANCE AND 

“PIANO INTERPRETATION SCHOOLS”. 

Rui Cruz and Sofia Lourenço

To polarize and, coincidently, intersect two 

different concepts, in terms of a distinction/

analogy between “piano interpretation schools” 

and “critical models” is the aim of this paper. 

The former, with its prior connotations of both 

empiricism and dogmatism and not directly 

shaped by aesthetic criteria or interpretational 

ideals, depends mainly on the aural and oral 

tradition as well the teacher-student legacy; 

the latter employs ideally the generic criteria 

of interpretativeness, which can be measured 

in accordance to an aesthetic formula and 

can include features such as non-obviousness, 

inferentiality, lack of consensus, concern with 

meaning or significance, concern with structure 

or design, etc. The relative autonomy of the 

former is a challenge to the latter, which embraces 

the range of perspectives available in the 

horizon of the history of ideas about music and 

interpretation. The effort of recognizing models 

of criticism within musical interpretation creates 

the vehicle for new understandings of the nature 

and the historical development of Western 

classical piano performance, promoting also the 

production of quality critical argument and the 

communication of key performance tendencies 

and styles.
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ABSTRACT 

Contemporary art, particularly that which is pro-

duced by computer technologies capable of receiv-

ing data input via interactive devices (sensors and 

controllers), constitutes an emerging expressive 

medium of interdisciplinary nature, which implies 

the need for a critical look at its constitution and 

artistic functions. To consider interactive art as a 

form of artistic expression that files under the pres-

ent categorization, implies the acceptance of the 

participation of the spectator in the production of 

the work of art, supposedly at the time of its origin / 

or during its creation. When we examine the signifi-

cance of the formal status of interactivity, assuming 

as a theoretical starting point the referred premises 

and reducing it to a phenomenological point of view 

of artistic creation, we quickly fall into difficulties 

of conceptual definitions and structural apories [1]. 

The fundamental aim of this research is to formally 

define the status of interactive art, by perpetrating 

a phenomenological examination on the creative 

process of this specific art, establishing crucial dis-

tinctions in order to develop a hermeneutics in fa-

vor of creation of new perspectives and aesthetic 

frameworks. 

What is interactive creation? Is interactivity, from 

the computing artistic creativity point of view, the 

exponentiation of the concept of the open work of 

art (ECO 2009)? Does interactive art correspond 

to an a priori projective and unachievable meta-art? 

What is the status of the artist and of the spectator 

in relation to an interactive work of art? What ontic 

and factical conditions are postulated as necessary 

in order to determine an artistic product as co-cre-

ated? What apories do we find along the progres-

sive process of reaching to a clarifying conceptual 

definition? 

This brief investigation will seek to contribute to the 

study of this issue, intending ultimately, and above 

all, to expose pertinent lines of inquiry rather than 

to provide definite scientific and aesthetic answers. 

Keywords: Computer / Digital Art, Interactive Cre-
ation, Interactive Art, Interactivity, Interactive De-
vices, Intentionality, Phenomenology.

I. INTRODUCTION 

The artistic object, considered in its functionality 

as a formal manifestation of a content that is re-

vealed through a form of expression, is structurally 

anchored to the creative process that generates it. 

Therefore, to achieve an understanding of the range 

and internal structure of a work of art implies ana-

lyzing and delimitating to what extent the creative 

process that generates the work determines it, and 
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how the creative process sets down complex forc-

es and interrelationships between the actors of the 

creative process scenario: the artist, the material 

& form of expression (the work), and the specta-

tor. Consequently, and due to the peculiar nature of 

interactive art, the goal of this paper is to conduct 

a critical analysis in order to figure how the artistic 

interactivity can be conceptualized within the com-

putational / digital arts. 

The interactivity one can observe on computing / 

digital art works, and in particular those that are pro-

duced for real time interaction [2], implies the inter-

vention or participation of the public (spectator[s]). 

This form of human-machine relationship is real-

ized through the interaction with external devices 

that are receptors of coordinates which translate 

into numeric calculations (a data flow) that in turn 

correspond to events / artistic results. This kind of 

artistic creation has been increasingly integrated in 

contemporary art, but lacks a cohesive source of 

reflection that clarifies the implications of these new 

intertwined approaches. Among the listed causes 

that might justify the configuration of such a situa-

tion we, firstly, propose the fact of the temporal nov-

elty of these artistic activities and, secondly, a certain 

form of cultural reaction or misoneism, promulgated 

by cultural / artistic dominant elites (intelligentsias) 

in western societies, which results in the lack of deep 

and serious discussions within the artistic communi-

ties, about the new problematic artistic dimensions. 

Computer art probably is (and within it interactive 

art), as no artistic genre before, highly dependent 

on a reconfiguration of the concept of art as techné 

[3], i.e, as a technique. Because this kind or art is, 

simultaneously, cause and effect of a peculiar know-

how that is truly of a technical nature. Computer art 

is responsible for refiguring the world of contempo-

rary artistic creativity, implying consequences and 

aesthetic transformations, both in terms of artistic 

production and reception / aesthetic contemplation. 

In order to sharpen the focus of this analysis, we 

should briefly analyze aesthetic perspectives that 

will allow us to set up a proper framework for this 

subject. 

II. CONTEXTUAL AESTHETIC PERSPECTIVES: AR-
TISTIC CREATIVITY AS AN OPENING TOWARDS 
INTERACTIVITY. 

“The world, the real is not an object, it’s a process.” 
John Cage [4] (PIMENTA 2003)  

Let us begin by referring the undeniable historic 

importance of the artistic impact of avant-garde 

movements, which appeared during the twentieth 

century, such as: Futurism, Dadaism and Surrealism 

[5]. These movements were responsible for a grow-

ing mutation of the classical conceptual meaning of 

art, for they proposed unusual methods and experi-

mental practices, which emphasized the notion of 

artistic research and transdisciplinarity. Consequent-

ly, these movements were founded due to shared 

intellectual purposes that frequently materialized 

in social-political criticism / manifestos, resulting in 

creative productions of considerable disruption, if 

one considers the naturally conservative canons of 

institutional art. Throughout this process, new aes-

thetic theories appeared which reshaped the formal 

limits of the artistic object (e.g: Duchamp’s ready-
made or Schaeffer’s sound object, of his musique 

concrète) and the conditions / foundations of artistic 

experience, holding as great novelty the inclusion 

of the spectator’s participation in the creative act / 

process (e.g: the Fluxus happenings). The inclusion 

of the spectator in the creative process matches a 

relative decoupling of determinations and choices 

meant by the author / artist. 

We proposed to conduct an examination on the 

formal status of interactivity, within the context of 

computing systems with interactive devices, and 

to do so we’ll present a summary of theoretical ap-

proaches that, despite differing from the point we 

intend to demonstrate, show affinities, as they also 

delimit the analysis. 

We will firstly present theories that imply aesthetic 

approaches to what we’ll define as a proactivity of 
the artistic reception. Generally, what we can retain 

from these theories is the idea that during the cre-

ative process there is a resolution moment which is 

characterized by a sort of dominance of one part 

of the creative relationship over the other, that is, 

the spectator has, albeit through different ways and 

despite formal differences within theories, the pos-

sibility of an active creative involvement, and though 

being situated within the reception position, he acts 

as occupying the phenomenic domain of artistic 

creativity / production (place hitherto occupied, so 

utterly solipsistically, by the artist / author _ check 

fig. I, next page). 

Duchamp refers, in his famous text “Le Processus 
Créatif” (Duchamp 2005), that something like an 

aesthetic osmotic transfer takes place between the 

artist, the matter of expression and the spectator, 

having the referred transfer an interactive status 

that not only communicates the complex artistic 

symbolism present in the work, as it confirms the 

creative role of the unconscious (non-psychoana-

lytic-oriented unconscious). It is well known that, 

due to the aforementioned theoretical implication of 

the osmotic transfer, Duchamp points out that the 

validation of the work of art belongs to the absolute 

scrutiny of the spectator. 
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Another important theoretical standpoint for the 

current analysis is the notion of “Opera Aperta,” 

(open work) by Umberto Eco (Eco 2009). Eco pres-

ents in his text, as an objective corollary of the con-

cept of open work, the central idea of a poetic of 
suggestion, which refers to a praxis that is based 

on the exploration of structural ambiguity (in the 

negative and positive senses) [6], as opposed to 

the normal linearity of hermeneutic interpretation, 

establishing an analogy of this concept with the 

creation of contemporary artistic works and advo-

cating a proactive interpretation of the spectator, 

stressing, therefore, that every interpretation is an 

execution (Eco 2009). Regarding the issue of the 

interpretation as a sort of proactivity, Eco argues 

that this idea corresponds to an epistemic primacy 

of the subject, the individual subject being a prod-

uct of a conglomeration of existential contingen-

cies (cultural, experiential, tastes, propensities) he 

has the possibility of freely interpreting the work. 

Consequently, the resulting multiplicity of interpre-

tations realized by several subjects about the same 

work of art would correspond to the reverberation 

of the virtual polysemic richness of its content, and 

simultaneously the work would remain untouched, 

in its original artistic intent, as it would always allow 

fresh and new aesthetic fruitions. 

Another pertinent conceptual approach to briefly 

refer to is expressed by Frank Popper in the book: 

“Art, Action et Participation - L’Artiste et la Créa-
tivité.” Popper scrutinized works of relevant artistic 

groups (such as G.R.A.V. – Groupe de Recherche 

d’Art Visual) [7] to expose the pragmatic notion 

of desire for the game (the game as a constitutive 

need of the human being) and the strong notion of 

the spectator as an agent directed towards a total 

participation [8] in the work of art, emphasizing the 

proactivity status of perception and by postulating 

that every perception is a creation (Popper 2007), 

for perception has the power to both invent and to 

penetrate / predict reality. Popper concludes, hence, 

that there are no functional constraints in terms of 

the participatory and creative power of human con-

sciousness. The epistemic dimension of the human 

being is, accordingly, a creative act in itself, consid-

ering its sensitive apparatus as the producer of the 

world. In a parallel argumentative foundation, we can 

not fail to mention that this position has affinities 

with the vision expressed in the transcendental aes-

thetics of “the “Kritik der Reinen Vernunft” (Critique 

of Pure Reason) (Kant 2001), i.e, the Copernican 

Revolution [9].” 

The exposed theoretic approaches appear to us 

within the light of an aesthetic of proactivity, re-

garding the reception of works of art, underlying 

the emphasis, more than legitimate, of interactivity 

being the result of relationships between the ele-

ments of the creative process, forgetting the point 

of view of the phenomenon itself as a productive 
act, dismissing what seems to be the strongest 

argument, and from which we will proceed to our 

analysis: the creation, i.e, the artistic production re-

garded as causal force, as the formal logical starting 

point out of which we will perspective the status of 

interactivity. 

III. INTERACTIVITY AND ARTISTIC CREATION: 
CONCEPTUAL DELIMITATIONS. 

Before entering the core of the apories, it’s impor-

tant to define the conceptual array that we’ll use in 

order to clarify the precise meaning of the involved 

concepts and arguments we will weave. 

Let’s start by defining what we understand by inter-

action and interactivity. The word interaction sug-

gests the advent of a reciprocal act or agency, as if it 

implied a joint action by two or more elements (this 

action may hold the same formal purpose or diverge 

towards the end of the performed action). There 

is another definition of interaction which seems 

important to emphasize, the dialectic domain be-

tween a stimulus and its response, i.e, the impulse 

that manifesting itself as denoting an act, poses as a 

proactive behavior and sparks in its course a similar 

phenomenic behavior by another subject / object. 

Interactivity is, in this perspective, considered as a 

set of actions that are the act, cause and effect of 

various interactions, always considered as interde-
pendent schemes of causality. 

Subsequently, and because we focus on art’s do-

main, we shall clear from what perspective we’ll 

base our examination, regarding this concept. The 
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term art (from the Latin ars [artis]) implies a certain 

know-how that unfolds into the experience of feel-

ings, such as enjoyment or repulse. From the varied 

meanings / contextualization that the term suffered 

since classical antiquity, the common denominator 

in all definitions of art can be stated in the following 

synthetic formulation we suggest: art consists on 
the creation of objects and / or acts that intend to 
proportionate an aesthetic experience. The aesthet-

ic experience is inseparable from the idea of beauty 

and sensible / rational fruition. However, in a more 

descriptive definition, we can stress that art has a 

major role in human cultures as it functions as the 

flow of human expression through spatial and tem-

poral forms of representation. Art is responsible for 

the communication of human inner life and imagina-

tion, revealing and reflecting, through playful or tran-

scendent ways, things as: ideas, desires, anxieties, 

problems, ideals, paradigms, questions and epochs. 

We shall finish this brief introduction with two lexi-

cal conceptual definitions of utmost importance: 

Creation and Creativity. The term creation implies 

functionally, and among many ideas, the concept 

of origin or genesis. In practical terms the concept 

of creation implies the idea of an act as a producer 
of a particular object or entity (PIRES 1991). By re-

ducing the concept of creation to its most essential 

premises we find the idea of free causality and the 

creative act as corresponding to a free act of the 
will. Creativity, thence, can be considered as the po-

tential endless modes of expression of the creator(s) 

act(s), which correspond to the multiple meanings 

and modulations of representing the form. 

IV. INTERACTIVITY AS A TRUTH-FUNCTIONAL 
ALIENATION OF THE CREATIVE ACT / PROCESS: 
FORMAL APORIES.

If we consider creation as a free act of the will and 

if we accept that the product of creation is a deter-

mined work (or creature), then we must admit that 

between creator and creation there are insurmount-

able constraints of ontic nature, even if they present 

themselves under different formalizations or distinct 

functional features. Ultimately, what is at stake here 

is the accountability of a finite list of determinations 

with defined and precise constrictions. Thus, and 

considering the artistic act, we have to postulate a 

causal relation of dependency, due to the decisions 

of the creator (author/artist), which formally and 

inescapably enroll in the work’s (or “creature”) po-

tential or actual meaning. Consequently, the causal 

link that exists, in terms of dependence and formal 

factic constraints, is univocal and irreversible, for it 

has just one direction: from the creator to the work 

and never (in natural conditions) from the work to 

the creator. Hence, the creator / artist, applies the 

rules of the constitution of the work through a pre-

cise code, creating a complex field of potential situa-

tions that could be actualized (check fig. II). This field 

of possibilities will be, hereinafter, named program. 

Having defined the assumptions that are essential 

for realizing our examination, we still have to note a 

relevant distinction between: endogenous interac-

tivity and exogenous interactivity, stating that our 

approach on the status of interactivity will focus 

on the grounds of the latter conceptual approach. 

The structural difference between them is clearly 

exposed by Couchot and Hillaire, in “L’Art Numéri-
que – Comment la Technologie Vient au Monde de 
L’Art.” (COUCHOT, HILLAIRE 2003).

It is understood that endogenous interactive art is 

that which concerns the creation of closed environ-

ments, where programs created by algorithms cal-

culate internal events that do not answer to external 

stimuli, which can not influence the course of the 

interactivity. The exogenous interactivity lies in a 

direct interactive relationship between the spectator, 

which is located in an outside plane, and the com-

puter programs. Such relation consists in variegated 

modal (or multi-modal) mapping of parameters and 

spatial positions (coordinates of proximity, light in-

dex, pressure index, etc...) in a given compound, or 

physical location (COUCHOT, HILLAIRE 2003). In 

order to exist a relationship between interior and 

exterior we’ll have to postulate as absolutely neces-

sary the existence of an interface that allows, despite 

the complexity and variety of represented processes, 

such a connection. 

Any artistic work produced via computing systems 

with interactive devices profiles as being the result 
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of a program, performed by a specific code(s). One 

can designate the term code to any kind of language 

designed for the purpose of producing functions 

of numerical calculation. In this sense, and as tech-

nological developments have made it possible to 

perform operations of DSP (Digital Signal Process-

ing) on personal computers (late nineties), software 

like: Max-MSP, Pd, SuperCollider, C-Sound, began to 

proliferate because, by holding open modular struc-

tures, they are appropriate to the creation of such 

programs [10]. It is now important to define what, 

in formal terms, is considered a code, chopping the 

paths that will lead us to the presentation of our 

core argument. A code is a communication system 

composed by specific symbols and signs, regulat-

ed by a set of rules that determine its conjugating 

possibilities and semantic uniqueness. Computer 

systems and programs are mathematical architec-

tures of code, and if they are reduced to their most 

essential premises we find, among other elements, 

the logical-formal proposition of the implication 

(the conditional), described as if -> then, that is 

formalized as follows: X -> Y (if X occurs then Y will 

also occur.) We should consequently note that any 

program that is coded (exceptions will be handled 

in the next chapter), for example, to generate an 

audiovisual installation or performance, despite the 

used code or platform, disregarding the complex-

ity of the selected processes (being limited or not 

to chance or randomization algorithms) and also in 

contempt of the multiple modulations of its exog-

enous reconfigurations potential, by the moment it’s 

finalized it results in effects or artistic events, that 

although carry a novelty and “unexpected” character 

(on the differentiated expression of binary data reor-

ganization / recombination implicated by each new 

interaction with the same program), all these artistic 

results remain determined, in their full possibility, a 
priori within the written code and are enrolled in the 

program as potentialities to be actualized. 

Therefore, we will define the central apory which 

we consider the result of the examination so far: 

the positioning of the artist regarding the creation 

of the interactive work is equivalent to a creative 
truth-functional alienation of the activation (the 

triggering) of interactive events, which reside within 

the programmed code (check fig. III).

Accordingly with the abovementioned, the artist 

transfers to the spectator the responsibility of up-

dating the a priori envisaged scenarios in the pro-

gram. On the one hand, his status is of a creator 

that moves away from the generated creature (or 

the coded work), on the other hand, he delegates 

the logical truth value [11] of updating of virtual pos-

sibilities to the spectator, passing the function of 

interaction, determining and conditioning in advance 

the real creative possibilities of the spectator, hence, 

severely phenomenically limiting his freedom. Pierre 
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Lévy stated a crass distinction that must also be re-

ferred: between virtual and real, which corresponds, 

by analogy, to potential and actual. Formally, the 

interaction exists at an ulterior stage, beyond the 

time of the creation of the laws that regulate it, that’s 

the reason why the interaction is nothing more than 

a phenomenic actualization of virtual possibilities. 

The fact that interactivity verifies itself, due the con-

crescence of actualization, does not mean that this 

event, which arises from the range of possibilities (or 

from the well of the virtual world enrolled within the 

program) is considered as a possible depletion of 

the programmatic complex, i.e, the node of trends / 

forces that accompanies a given situation or entity 

(LÉVY 2001). The virtual is for potential as the real-

ity is for actuality. 

It is worthwhile mentioning that, within this formal 

framework, the spectator has his “creative” participa-

tion reduced to a player in the “dark” (WEISSBERG 

2006), being the interaction or multimodal modal, 

he is nevertheless experiencing a process of ludus 

(derived from the Latin, meaning game), of game, 

while searching for meaning as he explores and ac-

tualizes the work. 

We haven’t designed this venture to deny the evi-

dence of interaction within the computing arts, it 

exists, but can it be considered creative? If yes, in 

what terms? If not, why?

We shall present an analogy in order to strengthen 

the understanding of the exposed apory: the cre-
ation of legislation. Writing a specific law implies, 

functionally, to preview exceptional cases that also 

integrate its constitution, which, in turn, correspond 

to reconfigurations of the primary content indicated 

by the law. Hence, the law is considered in its general 

formulation (being this the applicability in most of 

the cases), and in particular or contingent formula-

tions (in exceptional cases). Nevertheless, and con-

sidering a civil law (that concerns all citizens in gen-

eral) the subordination to the law is horizontal and 

universal, i.e, despite the formulation and modality 

of applicability, the law corresponds to an absolute 

regulatory imposition, acting as a totalizing impera-

tive, the citizen remains in a position of total subjec-

tion towards the law (in a position of obedience) 

and his freedom is limited by its existence. The fact 

that the citizen is subjected to the law determines 

that he is regulated instead of independently or truly 

regulating himself. It follows that, in this analogy, as 

in the case of artistic interactivity, only the legislator 

(creator) is a free agent, because he creates and en-

crypts the constraints or rules that unveil in a formal 

syntax that subjugates every citizen. 

Thus, and finally, to consider creative and co-autho-

rial the process of a game in which actualizations 

of a priori possibilities occur, due to the spectator’s 

actions (such as the trigger-mapping body, spatial-

temporal agency, etc.) is, in the phenomenological 

reduction perspective, a conceptual mistake that we 

can not fail to stress. 

V. TOWARDS THE REFORMULATION OF THE FOR-
MAL STATUS OF INTERACTIVITY: THE DIALECTIC 
TRINOMIAL (ARTIST - WORK – SPECTATOR).
 

Having exposed the core of our argument, the cen-

tral apory of the truth-functional creative alienation, 

let us now specify a few distinctions to fully clarify 

the interpretation of the dialectic artistic trinomial in 

question, namely: artist, work of art and spectator. 

Two planes must be distinguished, which correspond 

to two intentional modalities [12] present in the 

truth-functional creative alienation: 1st) - Teleologic 
Intentionality [13], 2nd) - Noetic Intentionality [14]. 

The teleologic intentionality expresses the artistic 

questioning and intentions meant by the author with 

the creation of the work of art, including the set of 

connections of potential events, determined by the 

programmed code, and above all the main artistic 

purpose corresponding to his subjective artistic in-

tent (hence the idea of the telos [literally meaning 

end in Greek], i.e, the main finality or purpose of the 

work). The noetic intentionality comprehends the 

artistic referred sense of the game, of the discovery 

of the work of art, as it consists on the results of 

the participation and interaction of the spectator 

with the work of art. Being the results by nature in-

edited, since they are always dependent on the new 

re-combinations of the same elements disposed by 

the teleologic intentionality, the noetic intentionality 

emerges as the process through which the specta-

tor interprets THE (or a) meaning of the work of art. 

Regarding the noetic intentionality, we can advance 

that it corresponds to a kind of proactive interpreta-

tion by the spectator in an open manner, as above-

mentioned, resembling Eco’s poetic of suggestion 

(Eco 2009) [15]. 

Considering the artistic creation point of view and 

the impasse that the analyzed apory sketches, we 

can only figure a parity of position between artist 

(author) and spectator if the production conditions 

of the work were truly the result of an actual coop-

eration, towards a “fusion of free causalities”, assur-

ing that the premises of the work were decided and 

coded by both “creators”. As this situation does not 

apply, for it’s not possible to affirm that artist and 

spectator equally influence and co-create the work 

of art, we can’t envision easy solutions of this apory. 

However, and continuing our analysis, we pondered 

a first situation that would dissolve the apory, a kind 

of exceptional situation that would demolish the 

referred constraints: a system error. This error could 
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be caused by the spectator‘s experimental explor-

ing and interaction with the work or by a flaw in 

the programming of the code. The artistic result of 

the error would imply something like a suspension 

of pre-determined number of virtual nature events, 

creating representations and results that would not 

be in any way predicted or intended by the author, 

or even by the spectator (although an error is, in it-

self, a categorical possibility for whatever generated 

object or program, hence, also a priori). The second 

possibility we figured as an hypothetical solution to 

this quandary would be the creation or inclusion of 

any intermediary entity, that would stand between 

the spectator and the work, in order to register his 

participation not as a potential actualization of vir-

tual events, but as a participation that would alter 

the established paradigms, rules and functionalities 

of the coded program. That entity would have to 

correspond to a kind of translator program / legis-

lator that could be paired with the coded program 

by the artist and which, simultaneously, was capable 

of overcoming the technical condition of ignorance 

in which the spectator stands [16] before the sys-

tem that regulates the experienced work of art, al-

lowing, consequently, the result of the spectator’s 

interaction with the work to freely determine rules 

concerning the allocation of artistic obtained results. 

Such a possibility could occur but it would leads 

us, nevertheless, to the referred constraints of the 

position of the spectator / explorer regarding the 

interactive work of art (he would remain dependent 

of an a priori set rules and determinations that would 

be coded in this intermediary entity). 

Finally, there is a third proto-solution for the apory, 

that focuses in exceptional cases, which in their turn 

instigate new apories and constraints regarding the 

definition of the comprehensive framing of the an-

alyzed dialectic trinomial. These cases are related 

to research developments in the areas of cognitive 

science, neurology and artificial life. Connectionism 

implies, if understood as the expression of autonomy 

in computer art, the possibility of creating intelligent 

digital works, i.e, entities who “share” human cogni-

tive and perceptual characteristics [17]. These new 

approaches reformulate the framework of artistic 

interaction possibilities, and, thence, the status of 

interactivity. Based in neural and genetic algorithms, 

the connectionism research conveys possibilities 

of creating programs that make decisions, actions 

that were not pre-programmed. Couchot exposed 

the example of the work: Dance Avec Moi, 2001 

(COUCHOT, HILLAIRE 2003) to demonstrate the 

learning ability and adequacy of such a program in 

relation to indeterminate human interactions. 

Therefore, predicting the distant reality revealed by 

this proto-solution, its advent constitutes yet anoth-

er apory that deals with the position of indetermi-

nacy of the formal scheme of artistic interactivity. Al-

though, in the latter case, the interaction can indeed 

occur impromptu, between the computer program 

and the spectator, nevertheless, in this situation the 

artist assumes the role of quasi-Demiurge, for he 

creates a work that holds his encrypted chosen rules, 

even if they imitate neuronal and genetic processes 

and consequently represent possibilities of detain-

ing: memory, autonomous decision, action, as well 

the capacity to learn from a mistake; this work can, 

in short, create and deliberately act. What will hap-

pen in this case is that the teleologic intentionality 

remains functional in the outlined phenomenologic 

framework, as the choice to create a work of art of 

having a particular algorithm in its composition is the 

responsibility of the artist, for it’s fixed a priori (this 

constitutes a deliberation about which nothing can 

be done by the spectator other than submit to it). 

But this intentionality limits itself to a decision that 

triggers a chain of events which, considering the 

nature of the algorithms in question, transcends the 

artist’s creative purposes, standing the work of art 

in a similar plan to human autonomy / free will, if we 

compare the origins of man, present in the exegetical 

texts, as a creature of God [18]. So, and because it 

ignores, even if partially, the teleologic intentional-

ity of the artist, this relatively autonomous work is 

worthy of the designation “creature” or entity. The 

status of the spectator, within the abovementioned 

dialectic trinomial, also slightly changes within this 

new proto-solution framework, for the exploratory 

behavior of the work of art will translate into an 

ontological interactive agency, because the action 

and involvement with the work of art may trigger 

responses and results that could not be found in the 

limits of the formal programmed code, which in turn 

regulates all the envisaged potential / virtual activi-

ties pre-figured in the limits of the functionalities of 

the work of art. 

VI. CONCLUSION 

Couchot and Hillaire state, as a possibility of explana-

tion of the status of interactivity in the production 

of works of art via computer systems with interac-

tive devices, that one can contemplate two main 

elements in this process: there are two co-authors 

of the work of art, which, however, occupy different 

spaces and positions within the creative process, 

although they share a common purpose, namely, 

that of artistic creation. In their perspective, we have, 

firstly, the author (the artist), that is responsible for 

the design of the project, who takes the initiative 

to encrypt the thread of events that will constitute 

the limits of potential interactions regulating the 

CITAR JOURNAL



17

conditions under which the spectator will partici-

pate in developing the work of art, allowing a certain 

coefficient of exploratory, but conditional or partial 

freedom. At the other pole of the artistic interactiv-

ity we find the other author: the spectator, who is 

responsible for actualizing the potentialities of the 

work (COUCHOT, HILLAIRE 2003). This proposal 

seems to be reconciling, but it fails to consider the 

issue of free causality as a fundamental concept 

of creation, and therefore, although it seems like 

an interesting attempt to examine the problem, we 

maintain our argument position, stating that, appar-

ently, the referred apory is far from resolved. 

The future of interactive art may involve the ac-

tual design of a truly hybridization of humans and 

machines / programs, being it strictly at the level 

of interaction, or at the level of development of a 
grotesque proto-human species [19]. Erin Manning 

presents an interesting conceptual approach re-

garding the referred interactivity constraints, which 

partly validates abovementioned argumentation, 

considering particularly the problem of multimodal 

complex artistic hyper-representation of movement, 

through computing systems with prosthetics de-

vices (eg: bodysuit interfaces), as she states that 

only a technogenetic body will be capable of map-

ping / translating the micro-gestures and potential 

intentionalities that are present in the phenomenon 

of movement (the continuum), because computing 

systems with prosthetic devices fail to properly rep-

resent, for instance, the preaccelaration (MANNING 

2009) [20]. 

Interactivity is generally considered, in terms of defi-

nition, as the result of a co-causal action that derives 

in a certain artistic product. It’s assumed that this 

artistic work is co-created by both artist and spec-

tator, the interactions being the coefficient of the 

spectator’s participation with the work.

The interactive work of art is characterized by a cer-

tain mode of indeterminacy, for it’s not a finalized 

work of art but a potential work of art that should 

be actualized by the spectator.

We understand the main arguments of the exposed 

theoretical compounds, and we don’t deny the theo-

ries of a proactivity of the artistic reception, but 

to consider as co-created an artistic product about 

which we have nothing more than the possibility 

of “entertaining” ourselves in actualizing its poten-

tialities, seems a conceptual misguidance that we 

should avoid. We’d rather intend to follow the paths 

of inquiry, trying to grasp the ongoing subtle and 

intertwined contingencies that are patent in this 

complex and fascinating thematic.
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ENDNOTES:

[1] Apory derives from the Greek word aporia and 

relates to the ideas of impasse, confusion or struc-

tural doubt. This term is part of the dialogic Socratic 

philosophy that is stated in several of Plato’s dia-

logues. Its signification implies a problem that causes 

perplexity due to the apparently insoluble questions 

it presents. Etymologically, the term apory is con-

stituted by the morphemes a and poros, meaning 

literally: without and passage, portraying the idea of 

finding a sort of dead end, a state of perplexity and 

fierce indecision. In order to understand the term one 

should analyze the significance of the word aporetic. 

Aporetic’s connotative ideas point to an existential 

situation of being at loss, to find an impassable trail. 

The term is used in this paper not in the philosophi-

cal sense of considering two opposed premises that 

represent possible plausible but inconsistent solu-

tions for a problem or question, but on the strong 

sense of an extreme theoretical difficulty or impasse 

regarding the solution of a problem.

[2] We mainly refer to works like audiovisual interac-

tive installations and / or performances which imply 

the live participation / interaction of the spectator 

with the work of art. These works must be closed, 

i.e, finalized in terms of programming.

 [3] Techné, stands for the Greek term that derived 

from the word technique. This term was used during 

the ancient Greek civilization to define the concept 

of art.

[4] PIMENTA, Emanuel D. M., “John Cage - The Music 

of Silence,” SilvanaEditoriale, Milano, 2003, pg. 30.

[5] We only mentioned these three aesthetic move-

ments due to the need for a synthesis and because 

they are not, by themselves, objects of reflection to 

the study of our theme, but rather milestones in the 

formal historical contextualization framework that 

we intend to undertake.

[6] The ambiguity is, in the negative sense, figured 

as an artistic production methodology, for it is stated 

as an imperative need to escape the linear or literal 

sense of the creative process (for example of the 

poetic, literary, musical or cinematic narratives). This 

negative sense reveals the absence of a guiding cen-

ter that postulates a univocal hermeneutics (in other 

words, a closed and linear interpretation). The posi-

tive sense of ambiguity constitutes the mechanism 

that allows new configurations of the work at each 

new aesthetic enjoyment.
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[7] Groupe de Recherche d’Art Visual (Group of 

Visual Art Research), was constituted by a hand-

ful of artists (Le Parc, Julio, Morellet, Francois So-

brino, Francisco Stein, Joel Yvaral, Jean-Pierre) 

whom shared the core goal to create an anonym or 

transpersonal art. The participation of the specta-

tor in the creation of the work of art turned, in this 

sense and for these artists, into an objective formal 

implication of essential value.

[8] This total participation idea was responsible, 

among other significant posterior theoretical de-

velopments, for the creation of new concepts as 

spect-actor and interactor. Although these concepts 

are pertinent in the area of interactive performance / 

art, they aren’t ignored by the author in the present 

instance, but were not focused on simply because 

they imply several other issues that are not in analy-

sis in the present paper. We prefer to use the terms 

spectator and explorer.

[9] The Copernican Revolution consists on the re-

centering of the subject within the epistemologic 

process, being considered as the active element that 

produces reality (through his perceptive / cogno-

scent apparatus). Therefore, to examine the limits 

of the reason, implies to determine what transcen-

dental elements, that is, a priori elements, constitute 

its operative structure and to grasp how they inter-

relate with each other on the advent of distinct and 

complementary functions with which they operate. 

The knowledge that is at stake is the transcendental 

knowledge, which is pure, as Kant puts it: “I call tran-
scendental all knowledge which generally occupies 
itself less with the objects, than with the way that 
allows us to know them, in such a manner that it 
must be possible a priori. “ (in: KANT, Immanuel, 

“Crítica da Razão Pura”, page. 61).

[10] Such software is useful, for example, to the 

ideation and realization of artistic audio or video 

installations, live audiovisual performances, sound 

art performances and electroacoustic music with 

live electronics.

[11] The logic value is truth-functional, that is, it’s a 

function that implies a plot of determined events 

as truthful, even if they are virtually truthful (or po-

tential).

[12] One intentionality modality exists as an a priori 
expression (the teleologic) and the other a posteriori 
expression (the noetic), although they are interde-

pendent in a dialectic relation.
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 [13] We present a coherent argument to clarify any 

misunderstandings about the possible interpretation 

of the redundancy of the term, that in itself already 

implies a strong sense of purpose (teleologic). The 

reason for the explanation of the term is that the 

purpose of this type of intentional alienation cor-

responds, on the one hand, to the affirmation of the 

artist as producer of the work of art’s limits, and sec-

ondly it corresponds to the total alienation of its the 

actualizing movement (realized by the spectator). 

Being a complex idea, this analysis splits in a two-

headed dialectic conceptual formulation: teleologic 

intentionality and noetic intentionality.

 [14] The concept of noetic (referring to the act of 

noesis) indicates the reflective capacity to under-

stand a given idea, making it a content of thought. 

We use this concept to determine the idea of inten-

tional and rational interpretation of the spectator, 

as being correspondent to his participation in an 

interactive work of art. This noetic interpretation 

unfolds into a posteriori meaning (after the artist’s 

encoding), and this meaning is submitted to the pe-

culiar intention that gravitates around the specta-

tor’s subjective contingencies, which are personal 

and utterly intransmissible.

[15] Referring to the noetic intentionality, one can 

also discern conceptual similarities that coincide 

with the aesthetic and visionary positioning of Du-

champ when he states that the work of art results 

in the existing difference of the distance between 

the primary intention of the artist and what in fact is 

unintentionally realized, that is, the work of art as be-

ing embodied and polarized by the irrational depths 

of the unconscious. The noetic intentionality has, in 

our view, a similar formal role, excluding when we 

consider the justification that configures the factual 

realization of the work (in Duchamp’s view, the cre-

ative power derives from the unconscious, we do not 

care for this sort of argument, for it is not an object 

of our study). The noetic intentionality presents itself 

as the construction of the spectator’s hermeneuti-

cal perspective, which is constituted as he explores 

and interacts with the work, being for this reason a 
posteriori, corresponding to the spectator’s need 

for interpretation, i.e., to the creation of meaning (of 

aesthetic reception).

 [16] We equate, however, the hypothesis of the in-

teraction being carried with specific indications by 

the artist, a situation that will result in a relative a 
priori knowledge of how the work can be experi-

enced. But even if one considers this case, the main 

issue remains unresolved, inasmuch the aporetic 

impossibility of application of rules and laws that 
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determine the situation of parity between the artist 

and spectator positions, in terms of artistic creation 

/ creative process.

[17] Features that result in a sort of trial and error 
learning situation, enabling unprecedented resolu-

tion, decision and action.

[18] What is at stake here defines a formal analogy 

with the position of God in relation to the Human 

Being: Creator and Creature. Hence, any extrapola-

tion beyond this comparative purpose will be fallible 

and misses our argumentation.

[19] This statement points to the binomial Man-Ma-

chine, as it postulates the possibility of man “merg-

ing” with computer and technological elements. 

This event could configure a totally different way 

of producing art, otherworldly art we could stress, 

if we compare it with our current evolutionary sce-

nario, giving rise, thus, to new apories and aesthetic 

theories about which we fail to present any kind of 

argumentation.

[20] Preaccelaration is a concept that implies 

a complex relation between the complex root of 

movement and its actualization. For further read-

ing analyse Manning’s: “Relationscapes – Movement, 

Art, Philosophy” (MIT Press – Technologies of Lived 

Abstraction, U.S.A., 2009).
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ABSTRACT

This paper analyses the experience of the networked 

off-line improvisation ‘Listening and Remembering’, 

a performance for four commuters using voices and 

sounds from the Mexico City and Paris metros. It ad-

dresses the question: how can an act of collective 

remembering, inspired by listening to metro sound-

scapes, lead to the creation of networked voice- and 

sound-based narratives about the urban commuting 

experience? The networked experience is seen here 

from the structural perspective (telematic setting), the 

sonic underground context, the ethnographic process 

that led to the performance, the narratives that are cre-

ated in the electro-acoustic setting, the shared acoustic 

environments that those creations suggest, and the 

technical features and participants’ responses that pre-

vent or facilitate interaction. Emphasis is placed on the 

participants’ status as non-performers, and on their 

familiarity with the sonic environment, as a context that 

allows the participation of non-musicians in the making 

of music through telematically shared interfaces, using 

soundscape and real-time voice. Participants re-enact 

their routine experience through a dialogical relation-

ship with the sounds, the other participants, themselves, 

and the experience of sharing: a collective memory. 

Keywords: Networked performance, Listening, 
Soundscape, Voice, Underground Transportation, 
Non-performers, Collective Memory, Ethnography.

INTRODUCTION

This improvisation was part of the practice-led re-

search ‘Linking urban soundscapes via commuters’ 

memories’, which was situated in a transdiscipli-

nary field—including soundscape studies, collective 

memory and new media creation—and used eth-

nography and artistic practice as research methods 

[1]. Its ultimate goal was to create a virtual space 

linking the metros of London, Paris and Mexico, for 

sharing commuters’ listening experience and foster-

ing creative expression derived from their relation-

ship with the sonic environment. The entire research 

project led in 2009 to the completion of the artwork 

Sounding Underground [2]. 

1. BACKGROUND

Since 2003 I’ve undertaken ethnographic research 

into memories of soundscape initially with com-

muters on the London Underground [3], and later 

with commuters from Mexico and Paris metros as 

its counterparts. Reflecting on the intersection be-

tween the theory and concepts of soundscape [4] 

and of collective memory [5], I was interested in 

which sound memories passengers of these cities 

have in common, what is unique to each soundscape 

and how it reflects on their experience as individuals. 

Collective memory is understood here in its classic 

sense as the memory that is shared. Within collective 
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memory practices Wertsch uses the term ‘textual 

community’, to refer to a group using a set of cul-

tural tools, language, and objects to produce narra-

tives or ‘a specific type of community---namely, one 

grounded in the use of a shared set of texts’ [6]. This 

concept of textual community could be linked with 

Truax’s concept of acoustic community. However, 

these concepts differ in the sense that Wertsch’s 

community is created by sharing texts and produc-

ing narratives while Truax’s community shares the 

acoustic environment, no matter how ‘this commo-

nality is understood’ [7]. 

Through interviews, recordings of journeys, and 

listening [8] practices, I investigated commuters’ 

feelings triggered by sound in their travelling rou-

tines. During the different stages of initial research 

in London, participants identified ‘voice’ as one of 

the most attractive features of this contemporary 

underground soundscape. They often miss it as a 

dialogical and expressive instrument when commut-

ing in that metro. Thus, in subsequent research in 

Mexico and Paris voice became an important ele-

ment in the re-enactment of the human experience 

in this environment, and it provided a opportunity, in 

this context, for making Wertsch’s idea of ‘voices of 

collective remembering’ alive and heard. As part of 

the ethnographic methodology in the two last cities 

I introduced voice improvisation with soundscapes 

as a performance activity. 

Sixteen volunteers in Mexico City and sixteen in Paris 

participated in individual processes of remembering 

that started with an interview about their commuting 

experience, and in particular about the remembered 

sounds and feelings associated with it. Secondly, 

each participant recorded a journey on the metro, 

using binaural microphones, experiencing an aware-

ness of details of the soundscape not previously 

perceived, as well as of their own role within the 

soundscape. 

I connected to the sounds, since I go through these 
places on a daily basis, and I connected to them as 
an intrinsic part of my life. The sound of vendors is 
an iconic sound in Mexico and part of what Mexico 
means … its economy, politics, and art. Discursively, 
the sound context bears an important part of the 
face of Mexico and the metro. [9]

In a subsequent session, participants listened to their 

journeys and selected and edited the sounds that 

they considered most meaningful. The only con-

straints imposed by the project were the duration 

of the sounds: 15” for the shortest, and 1’30” for the 

longest. 

The improvisation was the last stage and used net-

working technologies as tools of exchange between 

people who are non-performers within an electro-

acoustic setting, facilitating the immersive experi-

ence of the soundscape. It functioned as a com-

pilation of the entire experience of remembering. 

Previous fieldwork activities, including feedback in 

a blog and the writing of personal biographies as 

commuters, were considered essential emotional 

preparation for the improvisation: 

Ten years of memories that I keep from people, sen-
sations, long conversations, bawdry, readings; be-
tween sounds, gestures, odours, movements, and 
places. Yes, the Metro is also a box full of remem-
brances that goes at 80km per hour. (OC: Mex, per-

sonal biography) [10]

Going back to France, I am still keeping an eye on 
international relations and geopolitical issues, and 
trying to make my life an experiment of poetic mo-
ments, based on both the reality of the world sur-
rounding me and my imagination. (GC:Par, excerpt 

of biography)

2. UNDERGROUND CONTEXT

The underground experience has inspired humans 

and their fantasies since the first attempts to in-

dustrialise and exploit underground environments 

[11]. Williams describes the aesthetic perception of 

underground worlds as evolving from ugliness, going 

through the sublime, and ending in magical beauty 

in European literature from the seventeenth to the 

twentieth century. The narratives echoed the tech-

nological developments of the times. Sublimity, she 

said, was ‘invented to express the emotional power 

of subterranean environments, a power not encom-

passed by the traditional aesthetic terminology of 

beauty and ugliness’ [12]. Sublimity in underground 

environments ‘celebrates ambivalence’ depending 

on ‘the delicate equipoise of conflicting emotions’ 

[13]. Williams points to changes in the light as an 

aesthetic influence which arouses those feelings: 

from darkness (ugliness), to candle light (sublime) 

to full electrical lighting (magical beauty). 

In the contemporary underground soundscape, it 

would be possible to establish parallel characteristics 

to describe perceptions of sound in terms of noise, 

music, and silence. The modern metro, for instance, 

can be interpreted as quieter, using the example 

of the automated trains of the new Line 14 in Paris 

that run without a driver and even during strikes. 

However, listening perceptions are rather complex in 

contemporary underground transport environments. 
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The emotional power of sublimity, as explained by 

Williams, is useful here to situate the studied un-

derground transport systems’ soundscape and its 

rich mixture of sonic, symbolic, and social contexts. 

During the journey, repetitive sounds of machinery, 

reverberant spaces, contrasts between confined 

and open spaces, artificial and natural light, and the 

everyday interaction of people with a purposeful 

activity have created sophisticated sound textures 

and rhythms, full of micro-events, from which to 

approach both unconscious and conscious states 

of commuters’ bodies and minds. Symbolically the 

underground journey can represent death [14], the 

disconnection from our normal environment and 

natural light. It can also be thought of as rebirth, the 

connection to ourselves in a space of detachment, 

in a ‘womb-like’ space. In the isolation of a public 

space, guided by the rhythm and movement of ma-

chines and people, sonic conditions are created for 

digging into profound human emotions. Comparing 

the London Underground commuters’ experience 

with those in Mexico City and Paris, it is noticeable 

that socially each city’s underground unveils issues 

of class, gender, individuality, collective sounding 

and silencing, processes of migration (national and 

international), and cultural identity. These relation-

ships are immersed in the cultural appropriation of 

a technological environment.  The sonic aesthetic is 

created by each individual’s full sensorial experience 

in a particular time of his or her life.

The improvisation takes place within this context 

as a means of interaction between the experiences 

of individuals who share a common space. Which 

sound spaces do commuters create in their imagi-

nations, how do they ‘voice’ them, exchange them, 

and which narratives do they create in a networked 

improvisation?

3. NETWORKED IMPROVISATION

Networked music performances are mostly per-

formed by trained musicians and performers, as 

such performances traditionally demand musical 

and technical skills [15]. Barbosa, in his classification 

of ‘computer-supported collaborative music’, points 

out that ‘a spontaneous [free] improvisational ap-

proach’ is suitable in an Internet context, because of 

the characteristics of this medium, and introduced 

the term ‘shared sonic environments’ to describe a 

kind of performance where people can ‘participate 

in a public event by manipulating or transforming 

sounds and musical structures or by simply listen-

ing to music created collectively’ [16]. This ‘public 

event’ implies the participation of non-musicians 

and suggests the creation of acoustic communities 

via the Internet that go ‘beyond the enhancements 

of existing acoustic communication paradigms’ [17]. 

On the other hand, listening in an electro-acoustic 

musical space to environmental sounds implies the 

expansion of the listening experience, ‘transporting 

the listener beyond the listening space or creating a 

large space for the listener to inhabit’ [18].

Thus, the ‘Listening and Remembering’ improvisa-

tion is described here as a shared sonic environment 

that extends the perception of space through the 

use of spatialisation of soundscape sounds and the 

voices of commuters expressing memories of un-

derground environments. At the same time, it uses 

an on-line sharing format, involving the naming of 

sound files as a resource to identify, track, and trig-

ger participants’ recordings. Most of the participants 

had no performance experience. Their knowledge of 

the soundscape and what this means for their lives 

were the most important elements brought into the 

performance space. In terms of geographical loca-

tion, the improvisation is off-line, meaning a co-lo-

cated system [19] where participants’ computers are 

linked by a local area network, and share the same 

room. It has been implemented off-line (co-located) 

first, in order to establish a model for what could be 

created on-line (remote), thus including commuters 

from the other metros.

In order to describe different structural aspects of 

the improvisation, Weinberg’s theoretical framework 

for interconnected musical networks [20] and their 

main aspects---such as goals and motivation, mu-

sical content and control, social organization and 

perspectives, and architectures and topologies---are 

useful for understanding this performance expe-

rience as ‘an interdependent art form’, while they 

simultaneously present a foil for the ways in which 

it represents a new approach to networked musical 

experiences. 

4. LISTENING AND REMEMBERING: THE 
IMPROVISATION

I proposed to the groups of four participants, that 

they listen to a journey based on sonic excerpts of 

their own journeys, which I organized and triggered 

according to environments (street, entrance, ticket 

office, corridors, platform, carriage), and sonic in-

tervals called events (steps, amplified voices, trains 

arriving, doors opening and closing). The technical 

setting, consisted of five computers connected via 

Ethernet. Two Max/MSP patches were designed: 

one for the leader of the improvisation---the server  

(see Figures 1 and 2, next page)---and one for the 

participants---the clients (see Figure 3, next page).
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Their interfaces were designed to be colourful and 

engaging, while being as intuitive and easy to use 

as possible, in order to enable fluency within the 

improvisation. The server acted as a hub for all audio 

activity, receiving controller data (record/play-back 

triggers) from the clients. The sounds were diffused 

without any transformation via five loudspeakers 

that surrounded the participants (see Figures 4 and 

5, next page): participants were each allocated an 

individual speaker through which their memories 

would be heard, while environments and events 

were deployed to multiple speakers, presenting a 

wider acoustic space. When they wanted to express 

a memory---understood as any form of expression 

made with the voice, with or without words, that has 

been triggered by the soundscape---they were able 

to record it via the microphone, and each recording 

was given a name (see Figure 6, next page), to be 

visible and available for playback on the other three 

participants’ screens. Participants decided to trigger 

recordings according to the names of the files, but 

also based on the listening experience. 

The researcher controlled the amplitude and trig-

gering of pre-recorded sound excerpts through 

the server software. The participants controlled 

the recording and playback of the voices through 

the client software. As there is no transformation 

of sounds, all sonic events and their combinations 

depend on human input. Thus, the ‘musical content’ 

heard during the improvisation is a mixture of com-

muters’ journeys, including counterpoint between 

human and machinery sounds, and the unpredict-

able responses that these provoke. All these aspects 

define two actors in terms of ‘social organization 

and perspectives’: the leader (researcher) and the 

participants (the commuters). 

The ‘architecture’ of the improvisation is a synchro-
nous centralized network. Even if participants are 

stimulated by the sounds triggered by the leader, 

each is free to record and play back their memories 

at any time, regardless of the actions of the other 

participants and the leader. However they can in-

fluence rather than ‘modify [technically speaking] 

the music of their peers while it is being played’ 

[21]. Spatialisation of soundscape, the use of par-

ticipants’ memories, and the inclusion of file names 

on computer screens for the sharing of sounds, are 

other important elements to add in its ‘topology’. 

For Weinberg, exploratory networks ‘do not impose 

specific directions or goals for the participants’ [22]. 

In this sense, this improvisation maintains the nar-

rative structure of an underground journey and it 

can be understood as an exploratory and process-

centred network. 

Thus, in this hybrid sonic, interconnected, networked 
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performance, interdependency, for musical and so-

cial achievements, relies on the actions driven by 

listening and remembering, the connections estab-

lished between the participants regarding a com-

mon soundscape, and an interface that facilitates 

the process of sharing.

In Mexico City, four groups of commuters improvised 

in a large, non-isolated space [23]. Their voices were 

amplified while recording. In this first improvisation, 

the amplitude of the playback of their voices differed 

from the amplitude of recording, which was a techni-

cal issue that needed improvement. In Paris, three 

groups of participants improvised in a smaller space, 

with more controlled acoustics [24]. In order to solve 

the technical problem that occurred in Mexico, par-

ticipants in the performance in Paris recorded with-

out live amplification (i.e. ‘privately’), and played it 

back over the loudspeakers, thus discovering only 

later what the other participant had recorded. These 

two approaches defined an important difference 

between the two performances.

5. RESULTS: SONIC NARRATIVES

In both cities, the mixture of metro soundscapes and 

the intensity of multiple voices remembering created 

diverse narratives. These are formed by voice snip-

pets, almost in the form of ‘chat’, that sometimes 

connect to each other like a conversation while at 

other times they act as a continuation of a single re-

flection by a participant. When these voices network 

sonically, they are especially meaningful as a social 

transformative act within a contemporary urban re-

ality, opening up the creation of hybrid narratives. 

These narratives varied according to cultural refer-

ences and individual expressive and communicative 

interests. However, there were similarities in their 

narrative expectations and in the connection with 

the sonic space. I suggest that participants switched 

between a ‘real space’ (as if they were in the metro), a 

personal ‘memory space’ (the memories they shared 

with their voices), and a ‘performance space’ (where 

the metro is perceived as a background space to de-

velop any kind of sonic intervention). These spaces 

can be considered shared sonic environments that 

bridge the experience of this acoustic community. 

Typologies created in the three spaces reveal the 

performative strength of the improvisation, with its 

interweaving of narratives as a collective memory 

of an underground space. The interweaving of these 

stories, thanks to the networking structure and the 

switching between imagined acoustic spaces, made 

it a special networked performance with extra-musi-

cal elements. Participants perceived transformative 

possibilities: in the tragedy of small misunderstand-

ings, in the exchange between unknown languages, 

and in imagining a ballroom in a metro; using ab-

stract voicing as an opportunity to join or go out 

of synch with the rhythms imposed by the routine; 

or in an intimate expression that resonated within 

them as the catalyst of their feelings.  In the improvi-

sation, we hear ‘the unpredictable turns of chance 

permutation, the meatiness, the warmth, the simple, 

profound humanity of beings that bring presence 

and wonder to music’ [25]. 

5.1 IN A ‘REAL SPACE’

Participants assume they are in the metro or linked 

to the reality of the metro. In this manner they reflect 

about self and the space, incorporate everyday life 

conversations, and use the improvisation as a diffu-

sion medium. 

When reflecting on self and space, participants in 

Mexico expressed feelings related to the future of 

the city and the role of the metro as a shelter: ‘when 

an atomic bomb falls I will search for refuge in the 
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metro station Camarones because it’s very deep and 

surely nothing will happen there’ (RG:Mex). Mexico 

City Metro is described as a hub of popular culture, 

a chaotic city with an informal economy, and the 

role of the vendors: ‘what I don’t like are the voices 

of the vendors, they saturate me, but I like the … well 

some exhibitions are interesting’ (EV:Mex). Cultural 

accents were realised acoustically: ‘my unmistakable 

Chilanga’s voice’ (RM:Mex) and clapping to resemble 

the echo in one station, ‘let’s go and play with the 

echo’ (DG:Mex).

 

In Paris, comments included the weariness of the 

routine and the questioning and affirmation of Paris 

as a city. ‘Paris empties the mind? Why Paris and 

not another city’ (BN:Par). ‘This is Paris and not the 

Eiffel Tower. This is Paris’ (MM:Par). ‘And yes, Paris 

is also light, concerts, entertainment. Why only the 

negative things?’ (BN:Par). The social aspect of the 

underground was also expressed: ‘All in the same 

boat, in the same train, in the same metro’ (GC:Par), 

‘human misery, the rich, the poor, the homeless, eve-

ryone is there’ (MM:Par). 

Participants incorporate everyday life through snip-

pets of conversations between known or unknown 

people. Stories range between typical salutations: 

‘Mrs Rosa, how are you doing …’ (MR:Mex),  ‘Hello 

Syl-vie’ (GC:Par), mobile conversations: ‘Yes, I am 

in the metro and I cannot hear you, listen, I’ll call 

you later, listen, the connection is broken, crashed’ 

(GC:Par), to nonsense interventions, which create in-

teresting and humorous stories: ‘Is this hand yours?’ 

(OC:Mex). In Mexico, a participant took advantage 

of a mobile phone call that he received during the 

performance, including it spontaneously in the im-

provisation. The other participants followed the con-

versation by making short comments that made the 

situation more humorous. 

Using the improvisation as a way of communicat-

ing, one participant sent a political message: ‘I hope 

people go to vote this Sunday. We cannot permit 

PEMEX [Mexican Petroleum Company] to be man-

aged by foreigners’ (EV:Mex).

5.2 IN A ‘PERFORMANCE SPACE’

Participants assume that the improvisation is about 

performing with sound. In this manner they experi-

ment with sonic play and story-telling. They found 

musicality through abstraction, transforming eve-

ryday verbalization, through poetic sounds and 

going beyond the meaning of the words: ‘Avanzo, 

avanzo, avanzo, hacia abajo, hacia abajo, hacia aba-

jo’ (AI:Mex),  ‘Des-cendre, des-cendre’ (LW:Par). 

Onomatopoeia was also common. Participants often 

imitated the sounds of machinery, which also lent 

rhythm and sonic texture to the experience, such as 

the case of airy sounds: ‘Shhhhhh, silence, silence, 

shhhhhhh’ (MM:Par),  ‘Pfffff’ (AS:Par), or screech-

ing sounds. In Mexico, participants took advantage 

of one commuter’s foreign language to imitate or 

play with the situation, and also of imitating voices 

heard in the metro in a nonsensical way: ‘fijate que 

me dijo que nooo, que me dijo que nooo, que le dije 

que nooo, que me dijo, pues sí, me dijo’ (RG:Mex). 

The possibility of immediate repetition of their re-

cordings tended to dominate the performance as a 

way of finding mixtures and rhythms. In some cases 

this followed the rhythm of the metro, in others it 

created a completely different soundscape, as a 

DJ might, which left the metro environment in the 

background. Within the journey, the sonic space of 

carriages as they travelled through tunnels was a 

special place of engagement and intervention from 

participants playing with rhythms, and repetitions 

[26]. 

Dramatic story-telling could take a conversational 

manner: ‘Oh la-la, suicide?’ (GC:Par), ‘No, ce n’est 

CITAR JOURNAL

6 | Fig. 6. Server patch in improvisation in Paris.



26

pas un suicide. C’est un chien, un chien sur la voie’ 

(SD:Par) [‘Oh dear, was it a suicide?’ ‘No, it was not 

a suicide, it was a dog, a dog on the line’]. And fol-

lowing the story: ‘Canine incident, they should have 

called it ‘dog incident’ ‘ (SD:Par). ‘They are not dogs, 

but rats in the metro. I saw it, I saw it, I saw it with my 

own eyes, I saw it on the platform’ (SD:Par). 

5.3 IN A ‘MEMORY SPACE’

The memory space invited the participants to ex-

press more intimate thoughts, re-inventing the space 

and re-inventing themselves. This is how they cre-

ated imaginary spaces, shared dreams, and related 

to absent spaces in the metro.

Participants created imaginary spaces into which 

they invited each other, for example, to dance ‘a 

waltz’, visualizing a bright spacious ballroom. 

Prompted by the music the participants are listen-

ing to, time and space diverge from the routine. 

Music links other spaces, times, and cultures, and 

participants take advantage of this to play with the 

language: 

‘Quieres bailar?’ [‘Would you like to dance?’] 

(WM:Mex) 

‘D’accord.’ [‘Sure.’] (OC:Mex) 

‘Un Waltz?’ (WM:Mex) 

‘No, no, un Breton.’ (OC:Mex)

Absent spaces or elements including air and water 

create powerful images on the metro: 

I would like it if the metro didn’t have ceiling … to 

feel all the air from above. (RG:Mex) 

When I was a child, I used to play with sounds. I liked 

the sound of water a lot, the stream of water. Did 

you notice how diaphanous it used to be? (EV:Mex)

The feeling of not being obliged to record or play 

back was an unexpected option here. The setting, 

with a microphone and a big screen, can be intimi-

dating for many people and particularly for non-

performers. In Paris, one group was concerned with 

intimacy, and their memories were not played back 

often. Their post-performance reflections concerned 

having respect for each others’ voices or being self-

conscious. They talked to themselves about dreams, 

the particular acoustic of the metro, and the anger 

felt about a robbery on the metro. The dream story 

plays beautifully between the dream state and the 

waking state that is experienced in the metro. The 

participant tells the story in five sections, while trav-

elling sonically with the improvisation: 

I had a dream, I was reading a text message on my 

mobile. A friend was insulting me, I was furious, and 

I was calling her to return the insult. I hung up and 

throw the mobile through the window. 

When I woke up I was feeling bad, I didn’t know 

what to do, I wanted to call her, and searched for 

her number on my mobile, and when I found her 

number, I deleted it.

Once a young woman was sitting in front of me. She 

was sad, she was around 20. She started crying. I 

felt bad, I didn’t know what to do, I would have liked 

to console her, give her a handkerchief, but I didn’t 

do anything.

I imagined that the cause of her sadness was a guy. 

I would have liked to say: ‘don’t worry, all men are 

stupid’, but I didn’t do anything and she got off.

My friend, the one with the mobile, I don’t want to 

hear from her. Instead I would like to meet that young 

woman again and to know that she is doing OK. 

(ER:Par)

6. DISCUSSION WITH PARTICIPANTS

Participants described their feelings about the im-

provisation, in terms of the listening and sounding 

experience, the interaction with people, and the 

interactive system. Regarding listening, in Mexico 

they described it as a very intense experience with 

sounds coming from many different sources: ‘I lost 

track. Suddenly there were lots of sounds that I 

haven’t heard before. So, I wanted to listen to them.’ 

(AI: Mex) When the voices were abstract, such as 

in the DJ’s experimental input, one participant felt 

lost in her listening: ‘something was not going well, 

is it me? What is happening?. Then, I decided to 

focus on the sounds that I knew.’ (LE:Mex). She felt 

that this experience was similar to the one that oc-

curs in the Mexico metro, where sounds come from 

different sources in a sometimes chaotic manner, 

thus she also prefers to focus on something else 

during her commuting. In contrast, the participant 

who was creating the experimental sound felt very 

happy recording and playing back: ‘When I was 

recording more tracks, I felt happier. It was fun; 

[but] sometimes…I couldn’t listen.’ (RA:Mex) One 

can see the balance of sounding and listening by 

looking at the total number of sound files (nsf) that 

were recorded by the participants (P): when one 

participant dominates the sounding, as is the case 

with this group, where P1=7(nsf), P2= 5, P3= 8 and 

P4=20, the listening experience can be unpleasant. 

However, if it is proportional, such as in other groups, 

where for example P1=11, P2=10, P3=16, and P4=11, 

there is a more playful and dialogic interaction in 

the performance. Equally, the name of the sound 

seems to be important for sharing in each city, as 
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some files were descriptive in their names, such as 

‘del_otro_lado’, ‘hyper_chaud’, or ‘zipadidoo’, while 

others were named with sequential numbers such 

as 1, 2, 3, which might prevent other participants 

from playing back these sounds. The research did 

not collect data about the frequency of file playing, 

however the participants’ comments, their record-

ings, and their narratives do suggest their degree of 

participation and engagement in the performance.  

Regarding interaction, one participant highlights in-

teresting conversational moments: ‘I realised Rodrigo 

replied to several of my comments, (…) I felt more 

involved with the sounds from the four corners, and 

I felt that interaction, between the sounds of each 

one and the moment when we are reacting to them’ 

(DG: Mex) He also enjoyed identifying sounds that he 

had recorded in the metro. As regards space, AI from 

Mexico perceived two different environments: ‘sud-

denly with the mix of the sounds a different sound-

scape was created; sometimes a fusion, sometimes 

as if it was another place’.

In Paris, the sounding was perceived as ‘poetic’: 

When someone repeats something or you can have 

things that are totally disconnected from what you 

hear, from very far, and it’s very different from the 

context, being in the metro and suddenly to have a 

whistle [laughs] that’s nice. (GC:Par) 

Additional possibilities of listening and recording 

were proposed by participants in Mexico and Paris, 

such as recording parts of the performance ‘and feed 

back into the composition, and you can do process-

ing as well. It would be nice to be able to play your 

own sound while you record as well.’ (NM: Par) Some 

participants suggested it would be better if they 

were able to trigger their own (previously recorded 

and selected) metro sounds and not just their voices: 

‘What Ruth did I found it very interesting, and it 

would have been more interesting if we would have 

had access to the sounds that you were accessing, 

to mix fragments of our own sounds.’ (OD:Mex)

Technical issues, such as the volume of different 

voices, were discussed as potential obstacles to 

the performance. Acoustic conditions, such as the 

size of the room, were important and influenced 

the performances. The main obstacle for interac-

tion described by participants in Paris was the fact 

that they needed to have a ‘Title’ before recording: 

that interrupted the fluidity of remembering, record-

ing, and playback: ‘When we record and stop and 

we have to play, we have to wait, and it [the delay] 

depends on how many people are playing, and it is 

frustrating’ (AS: Par) Some of the participants sug-

gested the need to experiment with spatialisation: 

deciding in which speaker their playback will sound. 

The performance space created was perceived as 

being nicer than being in the metro: ‘you have all 

of the sounds of the metro and you can say things 

about that, and you play, and pause like in the metro 

when it is overcrowded, it’s really lots of fun… and it’s 

nicer than the metro, because when there is noise [in 

the metro], I don’t bother, but these noises [here], 

I like them.’ (MM: Par) And as a consequence she 

thinks her experience commuting in the metro will 

change: ‘It was a very nice experience, now we see 

the metro from a different perspective.’

Although the performances were not intended to 

be public, there were a few people watching them.  

The creation of stories collectively was a point found 

interesting by a member of the audience: 

What I thought was interesting was the narrative 

of the whole piece. And to me, you are making a 

story in sound, on the fly, and that’s fun … but also 

… I can see [from] the expression on your faces that 

you were thinking about what you were doing and 

considering whether or not to put this one in or that 

one in. You were making decisions. (AH: Par)

Lastly, the ethnographic process and its value was 

highlighted by a participant in Paris: 

The steps were interesting: we hear [when record-

ing], we hear again and we choose [when selecting], 

the steps that we follow are interesting; the way in 

which you organized this experience. (BM: Par)

Although it is important to stress that participants 

in these two cities were already engaged with their 

own sounds and the processes of remembering, 

some outsiders did join the improvisation. In Mexico, 

this type of performance also took place in Morelia, a 

city four hours away from the capital [27]. Volunteer 

improvisers who were not metro commuters (chil-

dren, young people, and adults with instruments) 

interacted in the setting, proving that the metro 

soundscape could engage people who are not famil-

iar on an everyday basis with this acoustic environ-

ment. Although improvising with instruments was 

not the purpose of this research, this kind of experi-

ence alludes to jazz forms. In the same vein, voices 

that play with repetitions and machinery sounds, 

suggest the influence of trains and other mechanical 

and digital sounds as inspirations for the creation 

of musical and poetical forms, as has been the case 

in other contexts described by music scholars from 
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soundscape and jazz history [28].

7. CONCLUSIONS AND FUTURE PLANS 

I believe that this improvisation is a catalyst for com-

muters from diverse backgrounds to perform an act 

of collective remembering about a shared sound-

scape: the underground public transport system. 

Voicing is a powerful act for the process of remem-

bering in this context, and improvisation within an 

electro-acoustic and networked setting is ideal for 

bringing non-performers into situations of poetic 

and musical expression and the collective creation 

of stories. This offers the possibility to experiment 

with narratives and aesthetics from the contempo-

rary underground commuting environment, includ-

ing rhythmical relationships between machinery and 

commuters’ bodies. 

In light of Weinberg’s proposed characteristics of 

interconnected musical networks, this improvisa-

tion offers additional elements to the genre, such as 

spatialisation controlled by two sources (the leader 

and the participants), an emotional preparation of 

the commuters that is provided by the ethnographic 

process, and the sharing of sound files, represented 

in texts and played back through the network. These 

elements offer strength and singularity, and inter-

dependency goes further than traditional musical 

expectations, expanding the notion of shared sonic 

environments when participants locate themselves 

in either the ‘performance space’, the ‘memory 

space’, or the ‘real metro’. 

In terms of location, the future of the improvisation 

is two-fold: as an off-line performance and as an 

on-line improvisation that integrates the elements 

developed in this experience. I do not intend to nar-

row the experience by fixing the characteristics of 

the space: it has been proved that the setting works 

for people with different expectations and skills. The 

ability to structure the performance in different ways 

also provides a motivation for the participants to ex-

plore their creativity. For this participants need time 

to get used to the setting, to be involved with the 

journey, and to relax. This improvisation could also 

take the form of an installation environment off-line, 

where time and space are flexible for the partici-

pants during the sharing of their memories. Options 

such as the triggering of their own metro sounds, 

the recording of the improvised sequence, and the 

improvement of text entry are envisioned. While 

on-line environments can offer the feeling of being 

in one’s own world, allowing uninhibited sounding 

expressions, the offline improvisation could also of-

fer participants a clearer statement about what to 

expect, particularly for the ones who are concerned 

with intimacy and the enjoyment of their own sonic 

space.

Imagining this setting as an online performance will 

have different spatial implications. Issues of delay 

between distant locations need to be considered an-

ticipating how these will affect and enrich the crea-

tion of the narratives and spaces described above. 

Carôt and Werner, who classified approaches made 

by musicians in Telematic Music performances, de-

scribe two approaches that seem suitable for the 

‘listening and remembering’ online performance: a 

laid back approach (LBA), that consists in playing 

‘slightly behind the groove’ meaning playing behind 

the rhythmical beat, and the latency accepting ap-

proach (LAA), which allows any delay between par-

ticipants, as this approach ‘has no motivation to cre-

ate conventional music’ [29]. The first approach will 

invite the voices to join in interplay with the rhythmic 

qualities of the machinery, provoking counterpoints 

and unexpected responses. On the other hand, non-

rhythm-based experimental improvisations can take 

place within the second approach.

The use of shared interfaces that use text for the 

playback of sound files proves to be important in the 

encouragement of participation, in decision-making, 

in musical dynamics, and in the envisioning of on-

line networked performances that work creatively 

with the delay conditions of the Internet medium 

(experimenting, for example, with LBA and LAA ap-

proaches). The improvisation is seen as the key ac-

tivity around which to build an on-line acoustic and 

textual community of commuters who can perform 

with their voices and the metros’ soundscapes. This 

project has established the basis for this community, 

including the processes of sound contribution and 

voicing, fostering a transformative social music and 

poetic act through the creation of hybrid under-

ground narratives by non-performers.
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ABSTRACT

This study investigates the field of higher educa-

tion and expertise development for learning and 

performing the double bass. 

The aim is to draw a picture of how the double bass 

is currently learned and performed by the learning 

student, the supervising professor and the performer 

working in a symphony orchestra, to find out wheth-

er if there were any significant differences between 

the three groups in their approaches to practice and 

performance. Results indicated that the achievement 

of expertise on the double bass is multifaceted and 

implies the development of multiple tasks and skills 

which soon have to be fostered and experienced in 

the field of learning and performing. Significant dif-

ferences between the three groups were detected 

in the area of demography, experiences, knowledge, 

and their approaches to practice. Recommendations 

and implications for further investigation indicate 

that a wider perspective of learning, practice, self-

evaluation in combination of the usage of technol-

ogy for practice support and feedback should be 

taken into account for enhancing performance abil-

ity for the double bass. 

Keywords: Double bass, Skill, Practice, Pre-
professional Learning, Expert Performance. 

INTRODUCTION

Musicians strive for expertise.  Whatever instru-

ment or style of music, only the achievement of the 

highest level of musical expertise together with a 

flawless technique enables the musician to commu-

nicate effectively with their audiences and the musi-

cal partners they are performing with. (Williamon, 

2004; Davidson, 2004). But how can instrumental 

expertise be achieved by the learner?  While many 

attempts have been undertaken to define exper-

tise, the current work focuses on the concepts for 

the development of performance expertise on the 

double bass.

Throughout the last few decades, some research-

ers have developed various different approaches 

to musicians’ individual study and to the way they 

acquire and perfect their techniques as instrumen-

talists (Hallam 1997; Jorgensen, 2000). Although 

many of these studies provided new perspectives 

for instrumental learning (Hallam, 1997), it is not yet 

known whether the results obtained in those stud-

ies had any impact on the population researched 

(Bastian, 1998). What has been noted is that the 

results of the studies undertaken are very slow to 

take root as a discipline which guides the concepts

of “learning to learn”, geared towards formalising a 

“professional practice” discipline in the instrument 
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course in higher education (Pertzborn, 2007).

Furthermore, if these links remain disconnected from 

instrumental practice, they may not provide the stu-

dent with the means to achieve maximum profi-

ciency. Nevertheless, the majority of double bass 

students are still advised to study through methods 

and study books which were published during the 

19th Century, which is partially confirmed in the pres-

ent study. Even the more recent methods have not 

yet made an in-depth exploration of the processes 

entailed in acquiring skills for professional instru-

mental practice.

1. AIM

The aim of the present study was to set out the way 

in which learning of the double bass takes place. The 

study considered the point of view of the student 

(STUD), the professor (PROF) and the orchestra 

musician (ORCH) and sought to identify significant 

differences between these three groups vis-à-vis 

study methods and respective performance. The 

further aims were to (1) gauge what may differenti-

ate the double bass from other string instruments 

in terms of learning and execution and (2) gauge 

the consequences of the multiplicity of schools and 

study methods in developing performance on the 

instrument.

The majority of studies previously carried out into 

the double bass have mainly focused on the history 

of the instrument (Planyavsky, 1984; Brun, 2000). 

The present research is based on a broader ap-

proach, considering the student’s learning processes, 

and the technical development of the instrument 

and of musical practice. It is an extensive field study 

undertaken in the area of the double bass, since it 

arose from my professional experience as a solo 

double bassist in a symphony orchestra, from my 

work as a double bass professor in a music college 

and from my activity as an associate member of a 

research centre.

2. METHOD

2.1. BIBLIOGRAPHICAL REVIEW

Together with the empirical approach adapted to 

this study, a bibliographical review was undertak-

en encompassing the areas of (1) the student and 

(2) the instrument. The first part focused on study 

habits, skills, and task requirements as well as some 

personal questions. The second part analysed the 

history of the double bass and its players, analysing 

their influence on the development of instrumental 

practice and its repertoire. Many of the premises 

which arose from the historical review, such as the 

diversity which exists in bow schools and in the use 

of different postures and tunings, are still subject 

to controversy even today. These concepts were 

included in the survey for the purpose of analysing 

the impact of the instrument’s history and tradition 

on the current generation.

2.2. QUESTIONNAIRE

A multidimensional instrumental learning model de-

veloped by Hallam (1997), based on Biggs & Moore 

(1993), was considered the most appropriate to 

draw up the questionnaire. Following this model, 

five areas of research were created, corresponding to 

the five sections of the questionnaire: The student’s 

characteristics (Section 1), activities relating to the 

instrument (Section 2), study processes (Section 

3), the learning environment (Section 4) and the 

results of the learning (Section 5). Figure 1 represents 

the model used for the questionnaire in the present 

study (next page).

Thirty-four questions were put together in the cat-

egories Presage - , Process -and Outcome Factors, 

covering a broad range of topics: student’s charac-

teristics, population, music education, specific re-

quirements, the musical and instrumental environ-

ment, processes of instrumental practice, experience 

of performance & expertise, instrument methods, 

biographical information, professional experience, 

health, well-being and lifestyle. Four different types 

of answer were used: (1) Score from 1-5, (2) Multiple 

choice, (3) Choice between Yes - No - Rarely and 

(4) Numerical indication, such as for example in the 

case of “years of experience”. There was an open-

ended question at the end of each section (five in 

total), used to survey individual opinions or different 

points of view.

2.3. SAMPLE POPULATION

The present study was aimed at an international 

population of double bassists, from seven countries 

located in three continents, including 82 students 

(STUD) and 14 professors (PROF) from 13 universi-

ties, and 33 orchestra double bassists (ORCH) from 

7 symphony orchestras. A total of 129 individuals 

participated in the study. Figure 2 represents the 

composition of the population (next page).

In order to guarantee a sufficient number of par-

ticipants to render the study feasible, the “snow-

ball” sampling principle was used (Carmo & Ferreira, 

2008). Thus, during the initial stage, the heads of the 
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orchestras contacted collaborated in performing the 

study by handing out questionnaires to their double 

bass players. The university professors supervised 

their students in completing their questionnaires as 

well as in forwarding them to the Research Centre 

for Science and Technology in Art – CITAR at the 

Portuguese Catholic University. An Internet site was 

created (www.dapprojectwebsite.info) containing 

information on the project and additional informa-

tion for participants in the event of any queries. As 

stated, there were 129 participants in total, which 

corresponds to a response rate of 95.9 %.

2.4. DATA ANALYSIS

The data gathered during the survey was processed 

using the statistical program SPSS 17.0, taking into 

account the statistical technique most suited to the 

variables involved. The data was organised according 

to the nature of the variables, the majority of them 

qualitative and descriptive techniques. The Principal 

Component Analysis (PCA) was used to shrink down 

the size of the topics and identify the profiles, con-

sidering biography, education, etc. Parametric or 

non-parametric variance analyses were used. For 

other topics, chi-squared (x2) tests were performed, 

namely to assess the association between the differ-

ent groups of STUD, PROF and ORCH and the cor-

responding item. The decision rule used consisted 

of detecting statistically significant evidence with a 

probability value (test p value) of less than 0.05. In 

addition to this, the survey provided 204 individual 

comments in answer to the open-ended questions 

asked in each section. These comments were con-

sidered for a more in-depth discussion according 

to the topics and population groups, and subject 

to qualitative analysis methods (IPA: Interpretative 
Phenomenological Analysis; Smith, 1995).

The methodology and processing of the study data 

were reviewed by two researchers in order to afford 

the project greater feasibility and scientific sustain-

ability. Five specialists were subsequently inter-

viewed on the results obtained in the data analyses 

who indicated points needing additional or more 

in-depth clarification (Carmo & Ferreira, 2008). 

Like the individual comments made in response to 

the open-ended questions, these interviews were 

transcribed in full and subject to a qualitative con-

tent analysis (IPA: Interpretative Phenomenological 

Analysis; Smith, 1995).

2 | Fig. 2: Field of Research and Participants.

1 | Fig. 1. Model used for the Study.
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3. RESULTS

The results of the study showed that the double bass 

is still played mostly by males: The male population 

rate was 72% in the STUD group, 79% in the PROF 

group, and 100% in the ORCH group.

As regards the average age of the participants, the 

results showed that the average age in the STUD 

group was 23 years for males and 21 years for fe-

males; in the PROF group it was 50 years for males 

and 41 years for females, and finally, in the ORCH 

group it was 41 years, males only. The average age at

which all the groups started playing the double bass 

was 14 to 15 years. However, in some cases, the initial 

age varied between 3 years and 20. 

In all the groups, a high percentage of the partici-

pants gained practical experience by learning other 

instruments, which they learned for 4 to 7 years be-

fore switching to the double bass. The experience 

gained with other instruments together with the 

range of starting ages, were very different from what 

we see with other instruments, such as for example, 

the violin. These results thus confirm those of the 

similar study undertaken by Langner (2003).

Unlike members of the PROF group (36.4%) and 

the STUD group (24.6%), the §majority of members 

of the ORCH group (52%) only practise regularly 

when they have important performances, indicating 

that regular practice is dependent upon the musi-

cian’s professional occupation. Double bass players 

in orchestras usually have to deal with an intensive 

schedule of daily rehearsals and weekly concerts 

whilst professors and students may have more time 

available to build up their repertoire. Additional com-

ments were made regarding these issues which 

seem to confirm this fact.

In terms of study time, the PROF group (78%), the 

ORCH group (76%) and the STUD group (60%) 

studied between 1 and 3 hours per day, whilst 35% 

of the STUD group studied from 4 to 6 hours per 

day. Unlike the PROF and ORCH groups (38%), the 

STUD group (73%) considers études as key to their 

practice.

In addition, all the groups were fairly uniformly bal-

anced in terms of study contents regarding learning 

of new repertoire, renewing repertoire already played 

and developing and perfecting technical concepts.

The PROF group (80% - 100%) proved to be the 

most knowledgeable with regard to study practice, 

followed by the ORCH group (50% - 85%) and the 

STUD group (35% - 84%), except in relation to meta-

cognitive concepts, where the PROF (58%), ORCH 

(50%) and STUD (64%) groups reported that they 

were not yet familiar with these concept. Generally, 

the results obtained in this area indicate that the ma-

jority of participants know about practice concepts 

and that the topics of instrumental research have 

the potential to be applied to benefit the musician.

In terms of the use of audiovisual and computer 

resources to support study, the results showed that 

only 17.9% of the ORCH group, 29.6% of the STUD 

group and 42.9% of the PROF group made audio 

recordings of themselves and a mere 7.6% of the 

STUD group, 14.3% of the ORCH group and 28.6% 

of the PROF group recorded their practice on video. 

The use of computer software to aid study was in-

dicated by STUD (20.3%), ORCH (25.9%) and PROF 

(50%), and the use of MIDI accompaniment was in-

dicated by ORCH (11.1%), STUD (25%) and PROF 

(28.6%). These results show a low rate of usage of 

audio, video and computer technology across all the 

groups. At a time when music recording equipment 

and technology in general is so easily accessible, we 

might have expected greater use of such means of 

communication. Listening to audio CDs and watch-

ing instructional DVD’s scored more highly: PROF 

(57.1% for DVD – 71.4% for CD), ORCH (44.4% for 

DVD – 59.3% for CD) and STUD (35% for DVD - 

65.4% for CD). It is noted that CD recordings re-

ceived a higher score than DVDs.

Indications obtained in the Lifestyle section revealed 

that all the groups enjoy their work and profession 

as a double bassist (95.1% -100%). Nevertheless, 

ORCH (40%) STUD (27.2%) and PROF (22.2%) have, 

at some point in their careers, considered pursuing 

another activity.

The PROF group was the most active in performing 

sports on a regular basis, whilst the ORCH and STUD 

groups showed less activity in this area. In addition

to this, 43% of the PROF group, 32% of the ORCH 

group and 19% of the STUD group stated that they 

have other professional qualifications, activities or 

experience.

4. CONCLUSION

The results of this study revealed a strong profes-

sional relationship and influence between professors 

and their students. The PROF group is the most 

experienced in all performance domains, having 

obtained higher academic qualifications than the 

members of the ORCH and STUD group. However, 

students showed a clear tendency towards following 

their professors in all areas, although their profes-
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sional opportunities are still much more limited. Early 

learning on the double bass was identified as one 

of the potential key factors in a prospective profes-

sional career. This has obvious implications in terms 

of early learning methodologies and on the provision 

of appropriate instruments to young musicians. The 

low use of technology, given such a great invest-

ment of practice time to achieve competitive level 

in the area of performance and in the profession, is 

another point which requires further investigation. 

The proposal is that the use of a broader perspective 

of learning, self-assessment and the use of technol-

ogy to support practice must be considered in order 

to ensure the learning concepts are more effective. 

5. CONTRIBUTION OF THE STUDY

The main contribution of this study lies in its design, 

procedure and results. Firstly, the study brought 

together a broad spectrum of learning, perfor-

mance topics and areas, focusing on the double 

bass. Secondly, an extensive database was created, 

pertaining to an international population of dou-

ble bassists. Thirdly, the conclusions of this study 

provide detailed information for choosing the bow, 

posture, left hand conceptions, individual study con-

cepts and a critical review of the choice of methods 

and études.

Finally, a model of expertise was proposed for dou-

ble bassists who aim to ensure that their skills are de-

veloped effectively based on a multifaceted survey.

It is hoped that future studies carried out by re-

searchers and double bassists will confirm and 

broaden these results as well as applying them to 

benefit learning of the instrument.
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ABSTRACT

The present article presents a doctoral investigation. 

It mainly focuses on an action research whose prob-

lematic is based on the search for didactic-pedagog-

ical paths which contribute to intercultural openness 

and change within schools allowing for better social 

integration. We have chosen the trilogy music, arts 
education and interculturality to address the cen-

tral problematics of this research. Therefore an In-

tercultural Musical Program was conceived, imple-

mented and assessed in three Portuguese Elemen-

tary/Preparatory schools. The main leading forc-

es guiding this Program are attached to four areas, 

which constitute the theoretical/conceptual frame 

of this research:

• Artistic education as a priority in education; 

• Intercultural education as a response to a 

growing cultural diversity; 

• The role of music as an harnessing method-

ology for intercultural communication; 

• Arts Programs as globalising impulses for 

human development and the preservation of 

cultural heritage.

The empirical work rests on a methodology of qual-

itative analysis based on Renald Legendre’s (1993, 

2005) model of Pedagogical Relationship (PR), 

combined with a strong influence of Visual Anthro-

pology. The attained results are indicators of the high 

relevance and participation, as well as of the trans-

forming impact of this action research, as a facili-

tator of intercultural communication and education 

among communities.

Keywords: Music, Didactics, Education, 
Interculturality, Program, Arts, Integration, 
Communities.

INTRODUCTION

May the day be born when words such as Rac-
ism, Xenophobia, Rejection, Intolerance, Mar-
ginalisation, Abuse and Unsolidarity never gov-
ern human relationships and be always other 
words that guide its steps and works: Words 
like Respect, Tolerance, Dialogue, Openness, 
Cooperation, Fraternity, Justice, Friendship 
and Human Rights (Navarro, 2006, p. 7) 

We live in a multicultural world. Nations are increas-

ingly moving from mono to multicultural societies. 

Educating in this historic step is to permanent-
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ly adapt to new situations, transforming ideas and 

skills, responding to new challenges in education. It is 

to believe that education is an ongoing and continu-

ous process (Sousa and Neto, 2003). In this context, 

it’s necessary to develop and mature different didac-

tics where originality and imagination give body to 

new teaching and learning perspectives. These may 

then translate into innovative projects, awaking new 

skills in each student, each teacher and in the con-

texts of different and varied educative communities 

(Azevedo, 1994). These new perspectives in multi/

intercultural societies have in view a greater respect 

for identity and difference, valuing the human per-

son beyond race, ethnicity or culture. 

Thus, this study presents the author’s doctoral the-

sis, recently published with the title: Music, Artistic 
Education and Interculturality: The Soul of Art in the 
Discovery of the Other, with foreword by Joaquim 

Azevedo, director of the Portuguese Catholic Uni-

versity - Porto.

Through the trilogy Music, Artistic Education and In-
terculturality, we walk towards new directions and 

challenges in the quest to solve problems related 

to intercultural communication and social inclusion 

through Music and the Arts. The main purpose of 

this research was the design, implementation, eval-

uation and validation of a Musical Intercultural Pro-

gram, held in three Portuguese schools, conducted 

through an action research process.

Let us, then, look further on the development of 

this research.

CONCEPTUAL-THEORETICAL FRAMEWORK

The framework is based on four guidelines that sup-

port and consolidate an Intercultural Music Program, 

as well as all the empirical work; these are:

• Arts Education as a priority in education.

• Intercultural Education as a response to the 

modern world’s growing cultural diversity.

• The role of Music as a tool and methodolo-

gy in intercultural communication.

• The Arts Programs as globalising impulses 

for human development and the preservation 

of cultural heritage.

DEVELOPMENT OF EACH OF THESE GUIDING 
PRINCIPLES

ARTISTIC EDUCATION AS A PRIORITY IN EDUCA-

TION

Herbert Read, (1958) states: Art should be the basis 
of education (p. 13). Beneath this outlook, the next 

chapter essentially stresses the importance attrib-

uted to artistic education in the holistic education 

of children, youth and adults. Choosing the binomi-

al Art-Education for our study (Martins, 2002), and 

pondering about its integrative nature, we believe 

this study will contribute to an increased awareness 

of Portuguese society to the importance of teach-

ing and learning of the arts as a progressive reality 

in Portuguese schools. Madalena Perdigão, a fore-

most figure on Arts Education in Portugal said, when 

referring to the education of students and teachers, 

in a chapter of her book “Education System in Por-
tugal” (1981), that there should be no doubt about 

the importance of artistic education in the global 

education. Given the previous intercultural musical 

experiences (Neto and Sousa, 2003; Sousa, 2010), 

and knowledge accumulated about other experienc-

es around the world, we assume the importance of 

art on issues of multi/interculturality. In this sense, 

and throughout this action-research, we will pon-

der about its value in education as a facilitator of 

communication. 

INTERCULTURAL EDUCATION AS A RESPONSE 

TO THE MODERN WORLD’S GROWING CULTUR-

AL DIVERSITY

We believe that given the multicultural world we 

live, a complete and assertive Intercultural Educa-

tion cannot distance itself from knowledge about 

various artistic and cultural expressions (Bamford, 

2006). Aware of this reality and these issues, we car-

ried out an extensive literature review from which 

we singled out authors such as [(Anderson, W. M. 

(1991); James Banks, (1986, 1994); Patricia Campbell 

(1997); F. Ouellet (1991); André, (2003), Bamford, A. 

(2006; 2007); Sousa and Neto (2003); Volk (1981); 

Sousa (2010)], among many others, who have con-

tributed and continue to contribute to the expan-

sion and improvement of good practices in various 

educational contexts. Jacques Delors says: Educa-
tion has undoubtedly a role to play, if you want to 
dominate the development of interlacing networks of 
communication that put men listening to each oth-
er, making them true neighbours (Delors, 2005, p. 

36).  Looking to respond to cultural diversity in the 

most didactic and pedagogic form within various 

schools and educational communities, we looked 

into the arts, namely music, hoping to find in them 

a path to educational success and, consequently, a 

better social inclusion. 

THE ROLE OF MUSIC A TOOL AND METHODOLO-

GY IN INTERCULTURAL COMMUNICATION

We focused our attention on the importance of mu-

sic as a fundamental educational art, deepening the 

contributions of music as a tool and potential meth-



40
CITAR JOURNAL

odology for intercultural communication between 

world cultures. We stressed the importance of great 

teachers, in particular, J. Dalcroze; E. Williams; C. 

Orff; J. Wuytack; J. Ward; M. Martenot; Z. Kodály; 

M. Schafer; E. Gordon and S. Suzuki. These authors, 

with their different approaches, made musical train-

ing more innovative and creative. We investigated, 

seeking a foundation for a quality intercultural musi-

cal education, and highlighted Terese M. Volk (1998), 

who, in her book Music, Education, and Multicultural-
ism: Foundations and Principles, presents interesting 

and serious approaches. Other authors, such as Ab-

raham Schwadron, David B. Williams and, more re-

cently, David J. Elliot (cited by Volk, 1998) also tack-

led these thematics, therefore anchoring our work 

with sound references and benchmarks.

We became aware of experiences where good prac-

tices concerning Arts Programs are a successful re-

ality. We have found that in many countries around 

the world, musical intercultural education is taken 

up with great importance and governmental enti-

ties are preoccupied with this type of education in 

their schools and communities.

ARTS PROGRAMS AS GLOBALIZING IMPULSES 

FOR HUMAN DEVELOPMENT AND THE PRESER-

VATION OF CULTURAL HERITAGE

Throughout the five continents we find varied ex-

changes of musical experiences, where the arts play 

a major role in the global and artistic education of 

children and young people.

Through the study of music from different countries, 

ethnicities and cultures, teachers look for ways to 

integrate students in their schools (Bamford 2006). 

Investigations (Bamford, 2007) show a substantial 

improvement in the behaviour and attitudes taken 

towards hearing, interpretation and understanding 

of different cultural and musical communities, and in 

the interest and motivation of students for learning, 

coupled with a pronounced increase in their self-es-

teem (Campbell, 1997) 

EMPIRICAL WORK

The methodology developed in this doctoral thesis 

is essentially based on the model of the Pedagogical 

Relationship (PR) of Renald Legendre (1993, 2005), 

combined with several principles originating from 

the field of Visual Anthropology. It is a methodolo-

gy based on qualitative analysis which falls under a 

type of action research, reflected in the design, im-

plementation, evaluation and validation of an Inter-

cultural Music Program, conducted in three Portu-

guese schools (two primary classes and one second-

ary class). In accordance with this methodology we 

now present the structural variables that compose it 

and explain how they are related to our study.

PEDAGOGICAL MODEL RELATIONSHIP (RP) 

THE POLES OF THE PEDAGOGICAL RELATION-

SHIP MODEL (PR)

Following the views of Legendre (1993, 2005), we 

summarize the meaning of each of the model’s poles:

• The Subject (S) of learning.

• The Object (O) of study.

• The teaching-learning Agent (A).

• The surrounding Environment (E).

As stated by Renald Legendre (1993, 2005) himself,

(...) learning is developed in accordance with 
the personal characteristics of the learner 
Subject (S), the nature and content of the Ob-
ject (O), the influence of the educational and 
cultural environment (E), the quality of care 
provided by the Agent ( A) (...), the Pedagogi-
cal Relationship (PR) results from the interac-
tion and involvement of a Subject (S) with an 
Object (O), from factors and conditions of an 
Environment (E), and the action performed by 
an Agent (A) (Martins, 2002, p. 39).

BIUNIVOCAL RELATIONSHIPS IN THE PEDAGOGI-

CAL RELATIONSHIP MODEL

Continuing with the presentation of variables, and in 

order to make the Pedagogical Relationship Model 

(PR) fruitful and capable of producing education-
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1 | Fig. 1: Pedagogical Relationship Model (Renald Legen-

dre, 1993; 2005).
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al purposes, we clarify the biunivocal relationships 

that exist between the several poles. Consider each 

of these associations:

• Learning Relation (LR = S – O).

• Educational Relation (ER = A – S).

• Didactic Relation (DR = A – O)

• Environment (E) (Sousa, 2010)

THE SUBJECT

The participant subjects in this program were stu-

dents from three classes from the municipality of 

Gondomar, Porto, from the following levels of ed-

ucation:

• a 4th grade class from EB1 of Souto, com-

prising 24 students, aged 8 to 9 years;

• a 6th grade class from EB2, 3 of Gondomar, 

consisting of 21 students, aged between 11 and 

12 years.

(schools associated to the Vertical Group of 

Schools of Gondomar’s teaching area)

• a 9th grade class, made up of only boys, with 

ages between 14 and 15, belonging to the Mis-

sionary Seminary “Father Dehon”, a private 

educational institution (also in the municipal-

ity of Gondomar).

THE AGENT(S)

The Agents of this study were the author, a teacher 

of the 4th grade, four teachers from the 6th grade, 

and the PhD supervisor. Also a part of this group 

were the boards of the schools involved, the educa-

tional auxiliaries, the parents and guardians of stu-

dent corpus, the Town-Hall of Gondomar and the lo-

cal councillor for Education and Culture.

THE OBJECT OF STUDY

The foregoing Intercultural Musical Program was the 

Object of study, and it took place from September 

18 to 29 November 2006. Its main objectives were: 

to develop skills in the field of aesthetic sensitivity, 

creativity and expression through cultural musical 

experiences, and to advance a strong link between 

different areas of artistic expression (in particular, 

drama, theatre, dance and body expression), in chil-

dren, young people and the teachers themselves. 

It culminated in a didactic-pedagogic concert per-

formance, called Intercultural Music Festival, open 

to the entire educational community, held in Gon-

domar’s Municipal Auditorium.

Throughout this program both youth and teach-

ers found different music, cultures and traditions; 

through practical sessions, set in the discipline of 

Project Area, they travelled across five continents, 

and put into practice 12 sessions of 90 minutes each 

(for each class), making up a total of 36 sessions, all 

designed and taught by the author, with the assist-

ance of each class’ respective teachers.

From an educational-pedagogical and human point 

of view, lively and creative classes came to life, al-

ways in an atmosphere of study, learning, joy and 

true communion between cultures. We must em-

phasize the openness and acceptance of the Pro-

gram by all subjects and agents of the three partic-

ipating schools, from its early inception to its con-

clusion, and must point out that no hindrance what-

soever was encountered during the course of this 

action research.

The Program ended with the Intercultural Music Fes-

tival. This show was attended by all students, teach-

ers, the author of the project (which also super-

vised and directed at all times), and the supervisor. 

These moments were rife with festive joy derived 

from meeting, sharing, and communication between 

the three groups, until then unknown to each other, 

and also with the students’ families, friends and ed-

ucational communities.

The program was presented as a cross-cultural mu-
sical journey through a scripted dramaturgical and 

musical theatre, where the main power lines worked 

by each of the three groups met at the listed are-

as, and filled the stage of the Municipal Auditori-

um, packed with family and friends, on November 

29, 2006. A tribute to the great Austrian composer 

and genius W. A. Mozart, on the 250th anniversary 

of his birth, was included in the show through the 

great stage performance of Amílcar Martins, super-

visor of the thesis, who in Mozart’s role, gave a very 

significant contribution of vitality and joy to all chil-

dren, youths and participants.

DATA ANALYSIS

The anthropologist, the cultural historian and 
the theologian are all responsible for inter-
preting symbols. The poet’s function is to cap-
ture them and transmit the intensity of experi-
ences and vibration of passions (...). The cap-
tured image thus becomes a symbol of sig-
nals. As if it said to the “reader”: “There is a 
mystery here.” He, then, associates it with oth-
er signs, grouping them, comparing, watch-
ing, but without ever exhausting them. That’s 
where he must stop (José Mattoso, 2006, p. 1).

We will analyse the Object (O) of this action research 
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based on evidence gathered through the following 

data sources:

• Author’s Logbook

• Student’s Logbooks

• Evaluation grids

• Photos

• Videos

• Testimonials

As already mentioned, the program is founded on ar-

tistic and educational principles. Their review will fo-

cus on the paradigm of travel and discovery through 

music and contact with diverse expressions of cul-

tural diversity, where issues concerning the didac-

tics of artistic expressions will cross anthropologi-

cal views, thus helping to clarify the elements un-

der investigation:

i) Observations, orally expressed and writ-

ten feelings;

ii) Images selected throughout this work, de-

scribing living testimonies.

We must highlight the presence of an ethnographer 

who, equipped with camera and digital equipment, 

monitored all Program sessions. He recorded, ac-

cording to received instructions, moments under-

stood to be the most expressive within the estab-

lished session dynamics.

In the Intercultural Music Festival, the culmination 

of the program, an additional professional pho-

tographer and television cameraman were present 

to record additional footage, thus recording with 

greater accuracy and precision the gestures, words, 

movements, expressions, and all artistic and human 

details present in both thespians and audience.

ANALYSIS OF SESSIONS

Given the breadth of the Program, we selected just 

a few sessions, both inside and outside the class-

room, to demonstrate the analysis methodology. 

These were the following: the first session for each 

class, an individual class from each of the 4th, 6th 

and the 9th grades and, as it should be, the festival 

rehearsals and final performance.

All the sessions pertaining to the program included 

four pivotal events throughout their progress:

• 1st Moment - The program’s teacher intro-

duces himself and reviews the previous ses-

sion logbook;

• 2nd Moment - Experimentation of the artis-

tic and musical contents of the current ses-

sion;

• 3th Moment – All written and practical work 

done by students is recorded;

• 4th Moment - Feedback and evaluation mo-

ment conducted by students, teachers and 

the Program’s tutor.

Each session’s planning observed the following ca-

tegories:

• summary of session;

• skills to be acquired;

• learning objectives;

• programmatic contents;

• activities to be undertaken;

• support material;

• self-assessment session.

For the content analysis, each session tracked the 

following parameters:

• A brief session description using a narra-

tive based on the data collection instruments;

• An analysis of the overall session’s plan-

ning, based in accordance with the criteria 

“acquired skills” and “learning objectives”;

• An assessment of the session’s schedule, 

based on feedback from Subjects (S) and 

Agents (A), as surveyed from the assess-

ment tools.

• Each session’s narrative corresponds to the 

intersection of all records, teacher and stu-

dent logbooks, analysis of recorded pho-

tographic and video images, and personal 

records from each class teacher, all gauged 

through the evaluation grids they were pre-

sented with. In the closing festivity, in addi-

tion to the audio-visual records, written state-

ments by the involved school staff and spec-

tators were also taken into consideration.

DATA INTERPRETATION AND RESULTS

The data analysis allowed us to decode and interpret 

them, this forming a fundamental part in our route. 

We will seek to transform the information obtained 

into significant insights. The central question of this 

research will now be restated, now adding some el-

ements to the “How to Build...” issue, the eminently 

didactic matter. There are other verbs better suited 

to convey the sense and the script we aimed to im-

print to our survey: “How to build, deploy, evaluate 
and interpret...”, subsequently we can now recon-

figure the central research question in the follow-

ing formulation:

How to build, implement, evaluate and in-
terpret an Intercultural Musical Training Pro-
gram in an integrated artistic expression per-
spective, thereby contributing to the devel-
opment of student potential in Portuguese 
schools?

In light of this question, we went in search of mean-

ings hidden inside all the empirical work done. We 

intend to highlight three aspects of an interpreta-
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tive character:

1ST. INTERPRETIVE STRAND - DISCOURSE ABOUT 
THE THEORETICAL-CONCEPTUAL FRAMEWORK IN 
RELATION TO THE OBJECT (O) OF STUDY

From the dense narrative developed throughout this 

work (four chapters in Part I, four chapters in Part 

II), we have chosen only three of them for this inter-

pretative exercise. These are chapters III, V and VIII, 

considering that they represent decisive anchors 

that evidence the vital decisions set in this study. The 

various shots chosen from video materials report the 

essence of the overall narrative. Chapters III, V and 

VIII are understood to correspond to peaks of dra-

matic action in the developed narrative. Still, in these 

three chapters we only focus on views that further 

condense the data described and analysed. We do 

this by paying special attention to the iconographic 

and synthesis forms derived from these same chap-

ters and that were central our survey.

We invite the reader to accompany us in recov-

ering the (de)construction of three iconographic 

plans served in Chapters III, V and VIII, which yield 

us meanings expressed in the form of short stories - 

Once upon a time ... the search for directions!
ONCE UPON A TIME ... THE SEARCH FOR MEANING
Once upon a time... there was a place where 10 mu-

sic educators met in pursuit of a web of meanings 

for intercultural music education. Jacques Dalcroze, 

Suzuki, Jos Wuytack, Murray Schafer, Kodaly, Mar-

tenot, Edwin Gordon, Ward, Carl Orff and Edgar Wil-

lems introduced themselves and their viewpoints, 

and all agreed that human beings have a natural pro-

pensity for music. They stressed that it is a source 

of well-being, joy and spirituality. They proclaimed 

that music should be universally taught as art. They 

emphasized that music, forever inexhaustible, must 

be learned/apprehended in a lifelong process. They 

then converged to the definition of ten core compe-

tencies that should guide those who wish to deepen 

their musical knowledge: LISTEN, VALUE THE RE-

LATIONSHIP I-OTHERS, EXPERIMENT, EXPRESS, 

FOCUS, SING, PLAY, APPRECIATE, and CREATE.

This is the skill set we have targeted to be the es-

sence of an Intercultural Music Program, hoping to  

draw evocative images from experiences of both 

students and teachers, and which we will present in 

the context of the classroom.  

EMPIRICAL METHODOLOGY

Summoned to the meeting of musical educators, Ca-

nadian researcher Renald Legendre arrived, bring-

ing with him his model of PEDAGOGICAL RELA-

TIONSHIP. Patiently he explained the complexity 

of all its components. He lingered in describing its 

main poles: the SUBJECT, the AGENT, the OBJECT 

and the ENVIRONMENT. He then denoted the ex-

istent biunivocal relationships: TEACHING RELA-

TIONSHIP, LEARNING RELATIONSHIP and DIDAC-

2 | Fig. 2: 6th Grade classroom - African Music, Culture 

and Traditions.

3 | Fig. 3: 4th graders learning a popular Canadian Indian 

song.

4 | Fig. 4: 9th graders practicing the dramaturgical–mu-

sical theatrical script.
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TIC RELATIONSHIP.

Everybody agreed that Renald Legendre’s model 

was to be adopted in order to guide the design, im-

plementation and evaluation of an INTERCULTUR-

AL MUSIC PROGRAM with children and young peo-

ple from several schools in the municipality of Gon-

domar, Portugal.

RESULTS

The SUBJECT (S) - intrinsic builders of their own 

learning - wrote in their own words what they con-

sidered important in the program, briefly mention-

ing some of the keywords they found to be essen-

tial throughout. These words emphasized the value 

of the MOTIVATION that drives all human beings in 

one unidirectional movement. They said that the raw 

material of their experience could be perfectly en-

capsulated in the verb “GO”, conjugated in all epochs 

and languages, through the sense of the DISCOV-

ERY, TRAVEL, SONGS, DANCE, DRAMA AND THEA-

TRE. According to the subjects, feelings of well-be-

ing and joy arose in each of them and consequent-

ly reflected in their EXPRESSION. The rescue of the 

ancestral sense of PARTY reinforced COHESION and 

SHARING among all. This party witnessed not only 

the diversity, but also symbiosis between all cul-

tures of the world.

2ND. INTERPRETIVE STRAND - SUMMARY OF THE 
ICONOGRAPHIC INTERCULTURAL MUSIC PRO-
GRAM - INTERCULTURAL MUSIC MANDALA

The symbolic diagram presented in this doctoral the-

sis; it comprises a confluence of diverse fields, and it 

is expressed as a combination of geometric shapes 

and coloured concepts. It is an iconographic repre-

sentation of an Intercultural Music Program, in the 

synthetic form of a mandala, which is inspired both 

in the material world which arises from the descrip-

tions contained in earlier chapters, as well from its 

subtleties and subjectivities (Martins, 1998).

As it is not possible to present this diagram in the 

present article, we describe the inspiring elements 

of action and artistic, educational and teaching op-

erationalization:

The Intercultural Music Education (EMI) of our chil-

dren and young people results from the confluence 

and the environment posed by a proper and holistic 

arts education (EE), on a path of progressive deep-

ening of Musical Training (FM) and also the open-

ness to diversity through Intercultural Education (IE).

We choose the variables Relevance (R) as a factor in 

choice of skills, learning objectives and the content 

and the participation of (P) as a factor for member-

ship, voluntary and free for children and young peo-

ple as indicators of quality of an Intercultural Music 

Education (EMI). Both variables must witness the 

fruitful meeting with the know-how and know-be ex-
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5 | Fig. 5: The Pedagogical Relationship Model (RP).

6 | Fig. 6: The author presenting the Intercultural Music 

Festival.

7 | Fig. 7: 4th and 6th graders playing together the Ca-

nadian Indian song Hani Kuni.
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pressed in the dimensions of Art (A) and culture (C).

3RD. INTERPRETIVE STRAND – SYNTHESIZING 
SOUNDS AFTER AN INTERCULTURAL MUSIC PRO-
GRAM - ANTHEM OF INTERCULTURAL MUSIC

After orientating ourselves with the interpretative 

aspects of the development and progression of our 

research, it is time to reflect and summarize all of 

the action research, but this time, presented from 

the point of view of voice and song, through a mel-

ody called “Hymn of Intercultural Music”.

This song was specially created as a sound fusion of 

this research. Written by the author particularly for 

this thesis, it contains an introduction (as a poem), a 

chorus (in two blocks), and a set of blocks in verse, 

as a symbol of the universality of music as a source 

of communication and unity among cultures.

We wanted it to be a short song, moulded from the 

principles that guided our research, and we would 

like it, idealistically, to be a universal song, able to 

be sung by everybody. 

Refrão:

Dizendo não às diferenças

Cantemos a paz no mundo

Unidos numa só voz

Num amor forte e profundo

A música é arte e beleza

É linguagem universal

Cantemos a fraternidade

Em música intercultural 

Chorus:

Saying no to differences

Let us sing world peace

United under one voice

In a strong and binding love

Music is art and beauty

It is an universal language

Let us sing fraternity

In this intercultural song

8 | Fig. 8: 4th graders dancing a traditional Portuguese theme.
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CONCLUSIONS

Having reached the end of the narrative in this jour-

ney of action research, we can attest to its relevance, 

clad in the best interests and motivations for all its 

stakeholders: students, teachers and educational 

communities.

Among the diverse conclusions that we have seen, 

we note the high degree of participation and signif-

icance stated by students and teachers participants 

in the Intercultural Music Program.

We stress the importance of music education hav-

ing in view an intercultural integration and social in-

clusion of children, youth and adults from migrant 

communities, and their attentiveness to the global 

phenomena of multi/interculturalization.

The advocated intercultural music education bears 

benefits, resulting in the acquisition of values and 

skills that enable students to raise their self-esteem 

and that of others leading to a greater education-

al success.

When implementing intercultural artistic and mu-

sical programs, we noted the socio-cultural, artis-

tic and musical richness that originated from their 

cross-cultural implementation.

It is of great importance to state the fundamental 

involvement required from governmental and non-

governmental social partners and collaborating in-

stitutions in the investment on this type of educa-

tional practices.

9 | Fig. 9: 9th graders expressiveness and creativity. 10 | Fig. 10: 6th graders dancing country music.

11 | Fig. 11: Mozart reads and assigns the doctoral degree to the author, written by students and teachers participat-

ing!...Very interesting and unprecedented times.
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ABSTRACT

To polarize and, coincidently, intersect two different 

concepts, in terms of a distinction/analogy between 

“piano interpretation schools” and “critical models” 

is the aim of this paper. The former, with its prior 

connotations of both empiricism and dogmatism 

and not directly shaped by aesthetic criteria or inter-

pretational ideals, depends mainly on the aural and 

oral tradition as well the teacher-student legacy; the 

latter employs ideally the generic criteria of interpre-

tativeness, which can be measured in accordance to 

an aesthetic formula and can include features such 

as non-obviousness, inferentially, lack of consensus, 

concern with meaning or significance, concern with 

structure or design, etc. The relative autonomy of the 

former is a challenge to the latter, which embraces 

the range of perspectives available in the horizon of 

the history of ideas about music and interpretation. 

The effort of recognizing models of criticism within 

musical interpretation creates the vehicle for new 

understandings of the nature and the historical de-

velopment of Western classical piano performance, 

promoting also the production of quality critical ar-

gument and the communication of key performance 

tendencies and styles.

Keywords: Critical Models, Aesthetic Consciousness, 
Piano Interpretation Schools, Performance, 
Interpretation.

INTRODUCTION

Several studies (e.g. Danuser 1992, Sundin 1994, 

Bazzana 1997) approach musical performance us-

ing models of aesthetic thinking and other critical 

argument, an exercise that involves a complex articu-

lation of several domains of study, namely history, 

aesthetics, technique, repertoire, and critical recep-

tion. The embodiment of these models in concrete 

performance can also be read on available research 

(e.g. Rattalino 2001, Lourenço 2005) regarding both 

tendencies of interpretation and different concrete 

performing styles, an investigation that has secured 

the preconditions for a more well-defined schemati-

zation of interpretational quality patterns.

“Philosophizing” about the nature and the identity 

of these models encourages, in our view, relevant 

questions to the contemporary listener and per-

former searching for meaning beyond the perform-

ance itself. Interpretation in music, viewed as both 

understanding and performance (Kramer 2010), 

knowledge and reflectivity, tends to secondarize the 

physical circumstances of performance, or even the 

external world—i.e. the reception of performances/

interpretations are somehow in potential conflict 

with the characteristically reflective attitudes of lis-

tening, performing, and giving meaning to a work. 

Perhaps a kind of platonic musical idealism, in which 

“music is primarily mental and secondarily physi-
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cal” or “musical ideas are more real than their physi-

cal embodiments” (Payzant 1984, pp. 80-81; Thom 

2007, p. 3), supports this very idea of interpretation 

in music.

I. MAIN CONTRIBUTION

1.1 CRITICAL MODELS

One can ask first if a model or an abstract idea of 

performance assumes the character of familiarity. 

Ideal interpretations presuppose ideal intended audi-

ences. Interpretation is not just interpretation-of and 

interpretation-by, but also interpretation-for (Thom 

2007, p. xvi). Since performances are aesthetic ex-

periences, understanding them motivates emotional 

response and subjective judgment (Scruton 1983, 

p. 58). There seems to be no subtle introduction to 

the question.

A survey of critical models would certainly have 

to include true established paradigms—e.g. the 

Schoenberg Circle and the Second Viennese School, 

the musical theory and criticism of H. Schenker, the 

Darmstadt School, or the historical performance 

movement—with the purpose of finding critical 

material or a logic set of musical ideas regarding 

performance and interpretation within the range of 

these models.

If these models are exemplified in tendencies of in-

terpretation and in different concrete performing 

styles, the evaluation of this link is strictly qualitative 

and open to subjective debate.

1.1.1 PERFORMANCE VS. CRITICAL 
INTERPRETATION

According to Levinson (1993), interpretation involves 

having words in mind; it falls under the verbalized, 

follows explicit thinking, and thus is restricted to 

critical interpretation. Interpreters, unlike performers, 

are primarily writers or speakers. A critical interpre-

tation provides “an account of a work’s import and 

functioning”, “aims to explain or elucidate a compo-

sition’s meaning or structure” but does not engage in 

wordless assumptions. By contrast, in performative 

interpretation, the performer is playing, hearing of 

feeling the work as it is, expressing it in action and 

not searching for, or thinking of, any words. In critical 

interpretation, the sounding object may be absent; in 

performative interpretation, it is the work as a critical 

object that ultimately fails to make sense.

Such a rigid conception of interpretation, accord-

ing to which interpretation only occurs at the level 

of meaningful production and critical evaluation, is 

open to debate. A more liberal view of the concept 

of interpretation (e.g. O’Dea 2000, Thom 2007) sets 

to find more similarities than differences between 

the two activities.

1.1.2 CRITICAL VS. POSITIVIST 
INTERPRETATION

Texts, like musical works, exist only in the act of per-

formance, preferably in critical as opposed to posi-

tivist performances (Adorno 2005). In positivism, 

argues Adorno, the performance or interpretation 

aims to mirror the work’s surface meaning without 

probing its depth: the surface tells us “all that is the 

case.” In critical interpretation, by contrast, one aims 

to jump out of the mirror; a leap is attempted in the 

way that “one traces instead the dialectical move-

ment in the work by moving hermeneutically around 

and between the subject and the object, or the au-

thor and the work, as a way to ‘turn’ to the critically 

thinking interpreter” (p. xlvi) 

Because there is no structured criticism against 

1 | Fig. 1. Sofia browsing the piano music score.
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Adorno’s approach to performance, one can also 

admit that his model enables the criticism of a cur-

rent system of interpretive practice, in a given social 

context: 

In turning to the interpreter the work turns 

away from the self-enclosure of its aesthetic 

form to the public conditions and dimensions 

of its interpretation. To read a work critically 

is therefore to read a work against the ap-

pearance it gives in a mirror. It is to read it for 

what it does not show, to expose the social 

conflicts and antagonisms it conceals. To read 

a work critically is to read it simultaneously 

as aesthetic form and a social document of 

the (perhaps) barbaric history in which it is 

produced” (p. xlvii).

1.2 PIANO INTERPRETATION SCHOOLS

The concept of “piano interpretation school” pro-

vides a somehow linear understanding of the history 

of Western classical piano performance, with its priv-

ileged relationship master-student (oral tradition of 

the individual lesson), and the transmission of certain 

performing approaches and repertoire selections. 

The designation being common of, “Russian School”, 

“German School”, “Russian Technique”, in terms of 

definition of a certain approach tradition of the gen-

eral and specific repertoire, characteristic sonority, 

beloved repertoire, tempo, use of pedal, different 

piano builders, pedagogical methods, technical-in-

terpretation approaches (use of rubato, polyphonic 

clearness, etc.), it is difficult for the individual per-

former to detach himself from the coherent context 

in which s/he is recognized or associated.

One might argue that artistic personality is favored 

over a certain performing tradition: when we attend 

a piano recital it is the individual artistic personal-

ity that stands out and not a certain piano school. 

There is still the reality circumstance of the individ-

ual career of each international artist, with frequent 

contact with distinct cultural influences (Lourenço 

2010).

On the other hand, a history of critical models can 

provide an alternative understanding of history 

where different approaches, attitudes, and ideas 

about music and interpretation coexist simultane-

ously. This means that the positions are not in con-

tradiction, but merely detached from each other by 

a historical absence of links. Perhaps this particular 

history embodies already today’s performing artist: 

she/he does not represent a particular tradition or 

school, nor does she/he fully ignore the aesthetical 

principles of performance from the past, instead 

she/he tries to place her/himself autonomously 

above any ideal coherent context or general cat-

egory such as “school” or “interpretative model.” 

But this statement needs elaboration.

II. IMPLICATIONS

Asking reflectively what it means to engage with 

musical interpretation in conscious performance 

requires the recognition of critical argument and 

the production of meaning and its communication 

1 | Fig. 1. Sofia trying out the piano music score.
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regarding interpretive decisions and perspectives.

The two main concepts exposed here work both 

as analytical tools and generic categories, and can 

help placing the critically thinking interpreter (or 

the performative performer) in a given context or 

performing tradition, or draw a diachronic line of in-

terpretive practice. Further investigation can criticize 

the assumption that these categories truly highlight 

a development of coherent performance aesthetics. 

Also deriving from a single composer or performer a 

set of performance principles can lead to misleading 

or imperfect conclusions. As Adorno reminds us: 

Concepts and ideas can never be attributed 

exclusively to any one figure since their articu-

lation often implicates a number of thinkers; 

nor can their interpretation be routinely nar-

rowed to their specific meaning within the 

work of any one philosopher or philosophical 

system (Campbell 2010, p. 61).
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The I Luso-Brazilian Meeting on 

Conservation and Restoration was 

organised by the Art and Restoration 

Department of the School of 

Art at the Universidade Católica 

Portuguesa (Portuguese Catholic 

University) (EA-UCP-Porto), and by 

the CITAR - Centro de Investigação 

em Ciência e Tecnologia das Artes 

(Research Centre for Art Science and 

Technology), at the facilities of the 

Foz university campus.

The objective of this first meeting 

was to encourage contact and an 

exchange of information between 

professionals and researches working 

in the field of conservation and res-

toration in Portugal and Brazil, based 

on the presentation of work carried 

out in the higher education depart-

ments that offer training in this field. 

The 21 lectures and 32 posters ex-

hibited during the two working days 

revealed both the interest stimulated 

by this meeting and the scientific 

quality of the work that was pre-

sented. 

The presentations covered a diverse 

range of fields, distributed across dif-

ferent themed lectures. Subjects as 

varied as science applied to research, 

criteria and methodologies to be fol-

lowed and professional practice were 

tackled through the presentation of 

case studies and teaching programs 

created at each of the higher educa-

tion departments.

26TH OF SEPTEMBER

After the reception for the partici-

pants, hosted by Prof. Dr. Gonçalo 

de Vasconcelos e Sousa, Director of 

the Art and Restoration Department 

at the School of Art at UCP, and 

coordinator of research into “The 

Study and Conservation of Cultural 

Heritage” at CITAR, work was started 

with the first round of lectures, dedi-

cated to the subject of “Science and 

conservation”.

António João Cruz (Tomar 

Polytechnic Institute) presented 

“Science and Conservation: Some 

problems of a frequently conflic-

tive yet necessary relationship”, in 

which he focussed on the problems 

inherent to the relationship between 

the practice of Conservation and 

Restoration and the various fields of 

humanities and scientific research. 

Increasingly quick scientific and 

technological progress, the relation-

ship between supply and demand 

and the publication of results were 

also covered in this presentation.

Luís António Cruz Souza 

(Laboratory of Conservation 

Sciences at the Universidade Federal 

de Minas Gerais (Federal University 

of Minas Gerais) gave a presentation 

entitled “Science and Technology 

in the Conservation-Restoration of 

Cultural Goods in Brazil: Origins, 

achievements and necessities”, which 

included an overview of the role 

played by science and technology 

in the academic training of Brazilian 

professionals; the case of the 

Universidade Federal de Minas Gerais 

from the ‘60s up until the present 

was used to illustrate the presenta-

tion. 

João Coroado (Tomar Polytechnic 

Institute) presented the “TACELO 

Project: Studies for the conservation 

of monumental sculptures in ter-

racotta at the Alcobaça Monastery”. 

A core part of this presentation was 

the relationship between conserva-

tion and restoration practices and 

different areas of scientific investiga-

tion, with a view to the conservation 

of a significant collection of 17 cen-

tury terracotta sculptures, belong-

ing to the world heritage site of the 

Alcobaça Monastery.

Jorgelina Carballo (CITAR-EA/

UCP) presented “The determina-

tion of pigments using EDXRF and 

SRXRF spectrometry techniques”. 

She discussed the advantages and 

limitations of applying EDXRF and 

SRXRF spectrometry as an analysis 

techniques for the identification of 

pictorial materials in works from the 

16th century. This study was con-

ducted in conjunction with works by 

Masters and Doctorate students at 

the Art and Restoration Department 

at EA - UCP.

57
CITAR JOURNAL

Left to right: Edson Motta Junior, Andrea Bachettini, Gonçalo Vasconcelos e Sousa and 

Bethania Veloso.
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Carolina Barata (CITAR-EA/UCP) 

closed the round of lectures by 

presenting “Polychrome materials 

and techniques in urban and rural 

baroque carving in the north-east of 

Portugal”. As well as the characteri-

sation of works with clearly different 

artistic characteristics, this study 

project was also aimed at using vari-

ous laboratory methods to identify 

the geological provenance of the 

different materials.

The day continued with the second 

round of lectures on the subject 

of “Conservation and Restoration/

Preventive Conservation”.

Teresa Toledo de Paula 

(Universidade de S. Paulo), pre-

sented “The management of textile 

collections in Brazilian museums: 

Perspectives and Challenges”, in 

which she discussed some options 

for museum management in Brazil, 

where priority is given to certain col-

lections to the detriment of others. 

Her aim was to show that there is a 

place for new perspectives and chal-

lenges.

Paula Monteiro (Instituto dos 

Museus e da Conservação [Institute 

of Museums and Conservation]) 

presented “Medieval Lampasso: The 

study and conservation of frag-

ments of textiles from the tomb of 

Archbishop D. Gonçalo Pereira”, a 

study of textile fragments from a me-

dieval tomb, not only from the per-

spective of the study of decorative 

arts, but also of the importance of 

raising awareness about techniques 

and materials and disseminating the 

information, as these are essential 

elements for any conservation and 

restoration work.

Eduarda Vieira (CITAR-EA/UCP), 

presented “Conserving architectural 

heritage: Professional criteria, meth-

odology and challenges”, in which 

she discussed problems inherent to 

the criteria, methodology and chal-

lenges associated with the conserva-

tion and restoration of architectural 

heritage and questioned the legiti-

macy of certain courses of action.

Jorge Lucena Tinoco (Centro de 

Estudos Avançados da Conservação 

Integrada - CECI [Centre for 

Advanced Integrated Conservation 

Studies]) presented a lecture entitled 

“Conservation theory and practice in 

the use of traditional techniques and 

materials – The experiences of CECI”, 

with which he aimed to demonstrate 

the importance of studying and ap-

plying traditional materials and tech-

niques historically used in Brazil, with 

a view to increasing the sustainability 

of conservation and restoration work 

on architectural heritage.

Humberto Farias de Carvalho 

(Pontifícia Universidade de S. Paulo 

[The S. Paulo Pontifical University]) 

presented the subject “The conserva-

tion of contemporary art: When in-

tervention becomes inevitable. Case 

study of the triptych by António 

Dias”. Using practical examples, the 

lecturer tackled issues relating to 

interventions in contemporary works 

of art, where the diversity of materi-

als and the semantic values associ-

ated with the art raise new issues 

when it comes to its conservation 

and restoration.

Ana Cudell (CITAR-EA/UCP), pre-

sented “Contributions to the conser-

vation of Contemporary Art: Projects 

in progress at the UCP School of 

Art”, in which she discussed practical 

cases where collaboration between 

educational institutions, research de-

partments, museums and the artists 

themselves is essential when tackling 

the subject of contemporary art. The 

relationship between EA-UCP/CITAR 

and various other institutions was 

cited as an example of this situation. 

Sílvia Copio (CITAR-EA/UCP) 

presented the lecture “Preventive 

Conservation – Risk Assessment and 

Sustainability. Work in Progress at 

the Marvila and Alhandra churches – 

real cases in churches in the Diocese 

of Lisbon”. The aim of this project is 

 Visit to the Sé Cathedral of Porto, guided by José Ferrão Afonso and Vítor Teixeira.
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to contribute to raising awareness 

of the state of conservation of the 

diocese of Lisbon and to the proper 

management of its assets. The lec-

ture also placed an emphasis on the 

process of community involvement, 

which is indispensable for the imple-

mentation of an effective risk assess-

ment and conservation program. 

Marina Byrro Ribeiro (IBRAM), pre-

sented “Architecture and Preventive 

Conservation in Brazilian Museums”, 

in which she demonstrated how the 

implementation of passive environ-

mental control methods included in 

architectural plans can be an effec-

tive way of preventing the degrada-

tion of museum exhibits and subse-

quent intervention.

DAY 2, 27TH OF SEPTEMBER

Work was started with the last round 

of conferences, dedicated to the 

subject of “Conservation, Restoration 

and Training”.

Ana Calvo (CITAR-EA/UCP) pre-

sented the lecture “Training, re-

search and professional activity in 

Conservation and Restoration”, in 

which she highlighted the aims be-

hind the creation of this teaching 

department at the UCP and its or-

ganisation into Bachelor, Master and 

Doctorate levels, as per the directives 

of the “Bologna Process”. In parallel, 

on the subject of training, she also 

presented the work done by CITAR 

and the Centre of Conservation and 

Restoration (CCR) at the UCP.

Bethania Veloso (Universidade 

Federal de Minas Gerais) discussed 

the “Implementation of the gradu-

ate course in the Conservation - 

Restoration of cultural property at 

the Universidade Federal de Minas 

Gerais – Brazil”. Created in 1978 as a 

specialisation course, it has adapted 

over the years to the necessities of 

the country’s situation, and its 5 cur-

ricular years means that it complies 

with international directives. A pio-

neer in the teaching of Conservation 

and Restoration in Brazil, the 

Universidade Federal de Minas Gerais 

currently offers training to Bachelor, 

Master and Doctorate levels.

Andrea Bachettini (Universidade 

Federal de Pelotas [Federal 

University of Pelotas]) talked about 

the “Implementation of the course 

for the Conservation and Restoration 

of Cultural Goods – ICH/UFPEL 

within the context of the REUNI 

(Brazilian University Restructuring 

Project)”. The creation, in 2008, of a 

degree course in Conservation and 

Restoration in Pelotas, filled in the 

gaps in the education options for 

this field in the south of Brazil. The 

structure of its curriculum allowed 

for training in scientific/technologi-

cal areas, while placing a strong em-

phasis on humanities at the same 

time. A commitment to internships, 

research projects and work at muse-

ums and local institutions forms part 

of the training options of this degree 

course.

Edson Motta Jr./Cláudio Valério 
Teixeira  presented the lecture “The 

restoration of the War and Peace 

panels by Cândido Portinari”.  This 

is an imposing pair of panels, with 

a height of 14 metres, painted by 

Cândido Portinari between 1952 and 

1956 for the headquarters of the 

United Nations in New York. After 

putting the production of the art-

ist into context, the process used to 

research, conserve and restore these 

works was described, along with the 

complex procedure used to transport 

them to Rio de Janeiro, where the 

work was done. 

Agnès Le Gac (Universidade 

Nova de Lisboa [New University 

of Lisbon]) discussed the subject 

“Coming to grips with the concerted 

archaic creation of reliquary busts 

and their uneven conservation condi-

tion: A review of concepts and crite-

ria for working on museum pieces”. 

Using a collection of study pieces 

as a starting point, questions were 

raised relating to the criteria to be 

applied when working on museum 

pieces, taking into account their his-

tory, function, materials, state of con-

servation and the way in which they 

are exhibited.

Luís Bravo (CITAR-EA/UCP) dis-

cussed the “The use of Digital Single 

Left to right: Eduarda Silva, Ana Calvo, Gonçalo Vasconcelos e Sousa, Carolina Barata 

and Luiz Sousa.
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Lens Reflex (D-SLR) cameras to cap-

ture multi-spectral images of works 

of art”, focusing on the possibility of 

using modern digital photography 

equipment to perform non-invasive 

analyses of non-visible areas of a 

painting. It is possible to use this 

technique to study alterations, re-

painted areas or underlying drawings 

to complement other techniques that 

are traditionally used. This technique 

has been applied at the EA-UCP, at 

the CCR and for work being studied 

as part of Master and Doctorate pro-

grams.

Noémia Barradas (Associação 

Brasileira de Conservadores-

Restauradores ABRACOR [The 

Brazilian Association of Conservation 

and Restoration Workers]) brought 

the conference program to a close 

with the lecture “Training and regula-

tion in the conservation-restoration 

profession in Brazil”. Created in 1980, 

ABRACOR defends the interests of 

professionals working in the field and 

contributes to the regulation of the 

profession. It promotes discussions 

about professional ethics, academic 

training and relationships between 

professionals and various institu-

tions that protect cultural heritage in 

Brazil.

At the end of the meeting it 

was announced that the II Luso-

Brazilian Meeting on Conservation 

and Restoration will take place in 

2013 and will be organised by the 

Universidade Federal de Minas Gerias 

in Belo Horizonte, Brazil.

VISIT TO THE CHURCH OF S. 

SALVADOR IN SERRA DO PILAR, 

THE SÉ CATHEDRAL AND THE 

CHURCH OF S. FRANCISCO

The second working day was contin-

ued with a tour to three of the most 

emblematic churches in the cities of 

Porto and Gaia. The tour, which was 

guided by José Ferrão Afonso and 

Vítor Teixeira, allowed the partici-

pants at this meeting to get to know 

each other better and demonstrated 

the complementary nature of the 

different scientific areas. Knowledge 

was shared in an atmosphere of gen-

ial camaraderie.

CONCLUSION

Training in Conservation and 

Restoration has evolved over recent 

decades from work-based appren-

ticeships to university training. The 

meeting between the humanities 

and scientific and technological 

fields, which typically form part of 

Conservation and Restoration train-

ing, was successfully highlighted 

by the presentations at this I Luso-

Brazilian meeting, specifically in 

terms of the teaching programs 

created based on the recommenda-

tions of the European Network for 

Conservation-Restoration Education 

(ENCORE) and in accordance with 

the code of ethics advocated by 

the European Confederation of 

Conservator-Restorers’ Organisations 

(E.C.C.O.).

 

Visit to the church of S. Salvador da Serra do Pilar, Sé 

cathedral do Porto e S. Francisco, guided by José Ferrão 

Afonso and Vitor Teixeira.
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INTRODUCTION

The 2nd International Musical 

Itineraries Forum was organized by 

the CESEM - Center for the Study of 

Musical Aesthetics and Sociology of 

the Universidade Nova de Lisboa’s 

Faculty of Social Sciences and 

Humanities. The event took place 

from 28 to 30 of October 2011, at 

Centro Cultural de Belém Conference 

Centre in Lisbon, Portugal. 

The Musical Itineraries Forum was 

established in 2010 and provides a 

meeting opportunity for interdiscipli-

nary debate, which encourages pub-

lic presentation of work in progress 

and the dissemination of ideas, state-

ments and scientific projects, en-

couraging the engagement between 

researchers, performers, students 

and creative artists. Furthermore, 

this Forum promotes comprehensive 

critical reflection on multiple current 

topics in the field of artistic practices 

and discourses on music and its rela-

tionship with other disciplines. 

Under the theme “Music and 

Gesture”, the 2011 edition of the 

Forum focused on the study of the 

interactions between sound, music, 

gesture, performing arts and tech-

nologies. Its main purpose was to 

promote the reflection on identity, 

culture, power and knowledge in the 

field of artistic expression trough 

body gestures.  

The event was sponsored by 

Fundação para a Ciência e 

Tecnologia, by Centro Cultural de 

Belém, and by CESEM - Center for 

the Study of Musical Aesthetics 

and Sociology of the Universidade 

Nova de Lisboa. Paula Gomes Pinto 

(CESEM – UNL) and Isabel Pires 

(CESEM – UNL) were the coordina-

tion teem elements of the Forum. 

They were also part of the Scientific 

Committee along with Carlos Sena 

Caires (EA / UCP), Luís Correia de 

Sousa (CESEM – UNL) and Isabel 

Valverde (IHSIS). 

There were 33 presentations during 

3 intensive days where the key words 

were dance, music, technology, 

sound, gestures, opera, dramaturgy, 

theater, performative practices, mu-

sic performance, music composition 

and analysis and symbolic power 

discourses.

It was a 3 language event 

(Portuguese, French and English) in-

cluding 16 projects from international 

institutions, which provided a very 

culturally diverse audience. Many 

distinctive areas of study, research 

and different artistic practices, were 

represented amongst the local and 

the international delegates that at-

tended the event.

The word “gesture” was the trans-

versal link between all presentations, 

although it became clear that it is a 

non-consensual concept in different 

research areas represented in the 

Forum.

KEYNOTE SPEAKERS

Paulo Ferreira de Castro
Paulo Ferreira de Castro pre-

sented the first Keynote speech 

of the Forum. He is a lecturer at 

Universidade Nova de Lisboa and a 

researcher at CESEM, FCSH, on the 

topics of Ideologies in musical mod-

ernism and an expert on the history 

and aesthetics of 19th and 20th cen-

tury Portuguese music.

In his lecture entitled “From musi-
cal gesture to invisible theatre, and 

back - some notes on the Wagnerian 
project”, Paulo F. de Castro pre-

sented a discussion on the role of the 

gestural element in Wagner’s music, 

with special emphasis on the music 

of Der Ring des Nibelungen, and of 

the critique of gesture as an aes-

thetic and socio-political category in 

Nietzsche and Adorno, as well as an 

evaluation of the relevance of that 

critique for a post-Wagnerian con-

ception of musical theatre, as a thea-

tre of non-redemption predicated on 

the rejection of the metaphysics of 

presence and totality.

Atau Tanaka
Atau Tanaka’s keynote speech was 

one of the highest points of the third 

day at the Forum. He is Head of 

Digital Media at Newcastle University 

and Director of Culture Lab. Tanaka 

is a researcher, a media artist and an 

experimental musician. He creates 

sensor-based musical instruments 

for performance, and is known for 

his work with biosignal interfaces.  

Previously he undertook several key 

positions in research and artistic 

institutions, such as IRCAM, Apple 

France, Sony Computer Science 

Laboratory Paris and STEIM.

Under the title “Music One 

Participates In” his lecture unfolds 

the fundamental shifts of the Digital 

Music by mapping out his personal 

trajectory to look at broader evolu-

tions in the field with sensors, net-

works, and mobility. Digital music 

has gone real time, has become 

interactive, has become miniatur-
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ized and completely democratized. 

He defends that these are not just 

technological changes, but changes 

that bring about shifts in musical ap-

proaches. According to Tanaka, form 

factors change, analogue is recon-

ciled with digital, and new directions 

in Open Source and DIY culture con-

tinue to challenge our assumptions 

on what it means to be an artist, 

composer, performer and participant, 

in these evolving musical/technologi-

cal landscapes.

1ST DAY

After a brief welcome session, pre-

sided by Paula Gomes Ribeiro, who 

introduced us to the formalities 

of the Forum, and Manuel Pedro 

Ferreira (CESEM, FCSH/Univ. Nova 

de Lisboa) who used historical refer-

ences like the Gregorian chant, the 

Greek Theatre and the concept of 

“neuma do cantor”, and others, to 

introduce the topic of the Forum:  

“Music and Gesture”, the sessions of 

communications began.

The first two sessions of the fo-

rum were dedicated to “Interfaces 

of dance, music and technology”. 

Four presentations took place on 

this topic, following two distinct 

approaches. The first, entitled “Em 
perpétuo movimento: ecos de um 
Ocidente em mudança nas con-
exões movimento-música na dança 
teatral” by Luisa Roubaud (FMH/

Univ. Técnica de Lisboa; INET-MD), 

where she unfolded a historic and 

analytic approach to the relationship 

between movement and music, on 

the theatre dance of Occidental cul-

ture. With emphasis on the twentieth 

century, when the theater dance’s 

increased artistic autonomy and ma-

turity, resulting in its liberation from 

the dictatorship of music. Roubaud 

also analyzed some recent directions 

in contemporary dance where both 

the emancipation of dance move-

ment in relation to music and sound 

or the return to the idea of synchro-

nicity between music and movement, 

are not only a way of searching for 

new aesthetic proposals, but more 

importantly a way of exercising criti-

cal thinking. 

The next three presentations were 

the result of research based on artis-

tic works by the authors. The second 

presentation introduced by Claire 

Buisson (Univ. Nice, Univ. Lille 3), 

entitled “About sound, gesture and 

digital technologies within choreog-

raphy: from an enhanced to a global 

body”, addresses the “body” as a 

key concept. In her practice-based 

research called “immersive theatre”, 

some of the issues addressed are: 

how does the articulation between 

sound and gesture open new levels 

of materiality in choreography? How 

does it displace the audience toward 

a multilayered perception of dance, 

which is not exclusively visible any-

more? Her performative research 

seeks the audience’s immersion 

within the dancing body and devel-

ops a multisensory presence articu-

lating three levels of body: sound 

body, video body, performer body. 

The breathing becomes the central 

principle for the construction of a 

sensory environment.

The third presentation, by Isabel 

Valverde (IHSIS), entitled “Kinesthetic 

permeations as trans-disciplinary 

gestures for Fado Dança: “que pos-
tuguesidade?”: movement-sound-

image interfacing in somatic-based 

dance-technology”. Fado Dance 

wishes to uncover Fado’s embodied 

richness in its intense hybridity as a 

result of numerous cultural influences 

and the recent technological media-

tion. Throughout Fado Dance’s past 

and emerging performance formats 

and frames, Valverde wants to em-

phasize how the mediated mode not 

only adds another layer to the per-

formers cross-disciplinary exchange 

but, principally, it implies a symbiosis 

between movement/voice and move-

ment/instrument interaction.

The last communication of the morn-

ing, “The intrinsic duality of move-

ment and sound: Investigating the 

intersections of dance and music 

through Bach” was presented by 

Josephine Amber Kao (Univ. of 

Michigan). Kao focused on the nota-

tions of the violin score translated 

into movements of the bow arm and 

fingering of the left hand, which then 

conveys intentions and emotions. 

The score does not merely imply the 

music to be played, but instead de-

scribes how a body moves in order 

to play the music and, thus, in the 

case of Bach, express emotion. In her 

research Kao examines the musical 

score of J. S. Bach’s first violin partita 

as a text where these interactions 

exist. She is a musician and a dancer, 

which led her to discover an intrinsic 

duality of music and movement that 

has led her to explore the embodi-

ment of sound. Her research intends 

to demonstrate several ways in which 

she employs Bach’s text as the point 

of origin and basis to inform her cho-

reography.
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Koray Tahiroglu.



The third and forth sessions of the 

first day, were dedicated to Sound, 

gesture, new technologies. In this 

session Steve Gibson (Northumbria 

Univ.) gave a presentation, with 

the title “Advanced media control 

through drawing: using a graphic 

table to control complex audio and 

video data in a live context”, a dem-

onstration of his Wacom tablet MIDI 

user interface. An application that 

enables user’s drawing actions on a 

graphics tablet, to control audio and 

video parameters in real-time. Gibson 

defended that the use of a dynamic 

and physical real-time media inter-

face re-inserts body actions into live 

media performances in a compelling 

manner.

In the second communication by 

Miguel Azguime (Miso Music), enti-

tled “The presence of the absence 

of the author has a sound-gesture!” 

Azguime presented us with his New 

Op-Era “Salt Itinerary”. He defines it 

as an example of the intermedia hy-

bridity made possible by current dig-

ital technology allowing the bringing 

together the materiality of sound 

and image (in multiple forms) with 

the performing action of the body of 

the actor. A very original presenta-

tion where Azguime defends that 

this work stages the phenomenon of 

textuality as a sensual and semiotic 

object, shaping new grounds in mu-

sic and breaking boundaries between 

music, theatre, opera. 

In the third communication, by Koray 

Tahiroglu, (Aalto Univ.), entitled 

“Gesture and body in enacting sonic 

interaction”, Tahiroglu presented his 

current research that aims to under-

stand more about gesture-based, 

embodied interaction in participative 

music experience through multimo-

dal input/output mechanisms and 

broaden our of enaction to the social 

domain. The research “The Notion 

of Participatory and Enacting Sonic 

Interaction” (PESI), aims to facilitate 

multi-user participation by provid-

ing finely balanced mechanisms for 

dynamic social interaction in par-

ticipatory music experiences. These 

include accessible and easy use / 

easy control mobile devices that give 

inexperienced users control over 

creative acts and allow them to ex-

plore musical experience throughout 

their natural type of interactions and 

perceptually guided actions.

In the fourth session, under the same 

topic, Ernesto Donoso (CESEM, 

FCSH/ Univ. Nova de Lisboa) opened 

with the first presentation, entitled  

“O gesto visual como elemento ac-
tivo e constitutivo no discurso musi-
cal de obras não cénicas”. It attended 

the integration of the visual gesture 

in a “pure” musical context as a prac-

tice used by some composers that 

have intended to experience non 

conventional forms of transmission 

of the musical purpose. In his pres-

entation Donoso explained what he 
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means by significant aspects of the 

inclusion process of visual gesture in 

“pure” music, contributing by adding 

complementary information to the 

judgment and scientific reflation on 

this practice.

Nancy Lee Harper (Univ. Aveiro; 

CESEM/FCSH/UNL) presented 

the second lecture of this ses-

sion, entitled “VITALGesture: 

Electrocardiogram measurement and 

gesture in music performance”. The 

research explores the relationship 

between physical gesture and heart 

rate in live music performances in 

two case studies through new tech-

nologies and psychological evalua-

tion. 

Objectives of the research and the 

methods chosen to record results 

were presented. Amongst the objec-

tives of the study was to ascertain 

the relationship of physical gesture 

with heart rate under stress; to con-

sider the psychological profile of 

two case-study musicians in order to 

draw conclusions about gesture in 

different performance environments 

and a final objective to determine if 

there is a difference between profes-

sional and non-professional musi-

cians under the stress of perform-

ance and how this relates to musical 

and physical gesture.

2ND DAY

The first session of the day was on 

the topic of Dramaturgy, visuality, 

space and gesture in opera practice. 

Nuno Fidalgo (FCSH, Univ. Nova de 

Lisboa) opened this three presen-

tation session with a talk entitled 

“Discussing theatrical communica-

tion: W. A. Mozart’s Le Nozze di 

Figaro at Teatro da Trindade (Lisbon, 

2006)”. In this presentation Fidalgo 

considers the strategies adopted by 

recent staging whose communica-

tion model is intended to make ac-

cessible the music-theatrical text for 

the spectator. 

Olga Jerusum and Vincenza Busseti 

(Univ. degli Studi di Roma La 

Sapienza) made a presentation enti-

tled “The visual aspect in contempo-

rary operatic mise en scène: the case 

of Rigoletto”. In their presentation 

Jerusum and Busseti demonstrate 

how the visual aspects, such as cos-

tumes, props and settings in general, 

in the contemporary mise en scène 

of nineteenth-century operas, are of 

preeminent relevance. These issues 

have been pivotal in their proposal of 

a mise en scène of Rigoletto. In this 

presentation, musical samples and 

set designs were presented and dis-

cussed, with focus on the stage di-

rections conceived by Olga Jesurum, 

and on the costumes created by 

Vincenza Busseti. 

The last communication of the 

session was presented by Hervé 

Lacombe (Univ. Rennes 2), under 

the title “Écriture musicale et espace 
scénique dans l’opéra-comique”. 

Lacombe explored the music writing 

and performative space in comic op-

era. He concentrated his analyses on 

Lyric theatre history, specifically on 

French comic-opera in the XVIII and 

XIX centuries. The usually “anti-real-

istic” musical logic of the ensembles 

found, by knotting space and music, 

gesture and structure, body mate-

riality and immateriality of sound, a 

powerful artistic theater. 

The session that followed was on the 

subject of Gesture ontologies and 

performative practices. On this mat-

ter Rune Søchting (The Royal Danish 

Art Academy) presented a very 

interesting research work entitled 

“Silent Acts”. Silence is a recurring 
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theme in much sound-based art, but 

what is emphasized in Søchting’s 

work is the interplay between the 

act of listening and the act of pro-

ducing sound, opening an artistic 

investigation of how sound (or the 

absence of sound) affects a particu-

lar environment. In his communica-

tion Søchting responds to the ques-

tion, in what way can one talk of a 

“gesture of silence” and how strate-

gies of silence might open for wider 

reflection upon embodied experi-

ence and cultural signification. 

Dilmar Miranda (Univ. do Ceará) 

produced a communication entitled 

“Pulsating syncopation and trans-

gression gesture”. Miranda aims to 

investigate the strong presence of 

syncope in modern Brazilian Popular 

Music, especially in modern urban 

samba, as an expression of a “trans-

gressing” gesture. In order to be 

able to better “visualize” its disrup-

tive nature, Miranda confronted the 

notion of syncope with an event in 

which it cannot occur – the military 

march. This confrontation empha-

sized the contrast between the 

predictable movement of a military 

parade and the pulsing rhythm of 

the dancing body in popular carni-

val samba, with all its unpredictable 

movements. 

João Pedo Cachopo (CESEM, FCSH/ 

Univ. Nova de Lisboa) closed the 

session with a presentation entitled 

“That we listen to speaks back to 

us. Notes on the politics of musi-

cal gesture”. In a very eloquent 

way Cachopo started by critically 

reckoning the consensual interest in 

musical gesture as a widely debated 

subject today. His aim was to prove 

the homogeneity to be apparent, 

recognizing two tendencies in it 

– related, on one hand to new tech-

nologies and, on the other hand, to 

musical interpretation – and to grasp 

their shared views. He confronts the 

possibility of a certain trivialization 

of what one understand by gesture, 

as a conceivable result of this multi-

faceted interest, with brief notes on 

politics of music gesture, sustaining 

that these issues are not supposed 

to be unthought-of.

The Last session of the 2nd day of 

the Forum was dedicated to Visual 

and formal aspects in music per-

formance. It was a four-presentation 

session opened by Rui Magno Pinto 

(CESEM, FCSH/UNL) with a pres-

entation entitled “Visual aspects 

on instrumental music practice in 

nineteenth century in Portugal”. The 

presenter addressed the creation of 

interpretive gestures in associated 

instrumental music as well as the 

perpetuation of certain gestures in 

the eighteenth-century’s operatic 

interpretation and its transmutation 

into the world of instrumental prac-

tice. Magno Pinto also addressed the 

relationships between the abandon-

ment of the visual aspects of per-

formance (classified as charlatanism) 

and the changing ways of listening, 

as well as of the repertoire played in 

Portuguese concert life. 

“Gesture narrative in contemporary 

music for percussion: a prelimi-

nary study” is the title of the pres-

entation that followed, by Nuno 

Aroso (CITAR/Portuguese Catholic 

University). The central issue of 

Aroso’s research was to determine 

how the gestures inherent in per-

cussion performances influence the 

perception of musical semantics. For 

this purpose he presented an ongo-

ing study to determine the meaning 

and the impact of gesture on the 

perception of musical discourse. 

By the use of technologies, such as 

video cameras strategically oriented 

to capture different angles of the 

percussionist and Wii Remotes, with 

motion sensing capabilities to cap-

ture three different music percussion 

pieces, the research team was able 

to register and analyze data that will 

enable the establishment of relation-

ships between the gestures pro-

duced and the perception of musical 

discourses. 

Maria João Serrão (Esc. Sup. Teatro 

e Cinema – IPL; CESEM/FCSH/UNL) 

carried out the third communication 

under the title “Gesture / Memory 

and vocal performance. From the 

graphism to the global music-kinetic 

creations”. In her presentation Serrão 

presented and analyzed several vocal 

pieces to unveil the role of graph-

ics in the vocal evolution of this area 

since the beginning of the twentieth-

century. 

Maria João Serrão video projection.
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Rui Araújo (CESEM, FCSH/Univ. 

Nova de Lisboa) carried out a pres-

entation entitled “Gestual parody of 

music performance in Warner Bros. 

Cartoons: classical music vs. popular 

music” which automatically changed 

the atmosphere of the room. Araújo 

showed some clips of cartoons made 

by the Warner Bros studios between 

the 1930s and 1950s, where the char-

acters impersonate singers, players 

and dancers, illustrating the original 

use of the term “parody” in ancient 

Greece. These characters imitate, 

not only known performers, but also 

they use very specific gestural move-

ments that relate (with obvious limi-

tations) to real musical performance. 

In certain movements we can identify 

and relate to some ideas on what the 

values could be behind the parody. 

Such as notions that classical music 

is artificial, formal, rigid and popular 

music is natural, spontaneous and 

alive.

3RD DAY

The third day of the Forum opened 

with a sessions on Expression, space, 

form and codes in movement and 

sound invention. Daniel Tércio and 

Teresa Simas (FMH/Univ. Técnica de 

Lisboa) gave a presentation entitled 

“Plans of intensification in the work 

of Gilles Jobin”. Throughout his ca-

reer, Gilles Jobin has been stripping 

the performer’s gestures of man-

nerism, amplifying their intelligent 

decisions in real-time, thus striving 

to reach new terrain in the intensi-

fication of the body. The presenta-

tion followed a dialog between the 

two presenters exploring theoreti-

cal approaches and analysis of the 

choreographer’s workflow. Tércio 

and Simas analyzed the process of 

transmission – from the choreog-

rapher towards dancers and back 

to the choreographer – which they 

have observed throughout several 

rehearsals and performances, such as  

in Moebius Strip and Delicado.

Luís Xarez (FMH/ Univ. Técnica de 

Lisboa), presented: “The notation 

of movements in contemporaneity”. 

The rigor, the objectivity and the im-

partiality are principles that guided 

the most serious attempts to create 

choreographic notation systems, but 

in most cases were based on miscon-

ceptions of the body and movement 

and not able to follow the changing 

needs and knowledge produced by 

the sciences of human movement. 

Xarez presented an analysis of the 

existing systems and a proposal 

for resolving the problem using the 

OSMBD (observation system of mo-

tor behavior in dance) with particular 

emphasis on the categorization of 

motor actions and in their organiza-

tion in movement phrases. The sys-

tems of choreographic notation have 

evolved into systems of register, but 

also of observation and more com-

plex analyses, using new technolo-

gies, and supporting a set of scien-

tific research lines.

Carla Fernandes (CLUNL/ Univ. Nova 

de Lisboa) was the third speaker of 

the session with a presentation en-

titled “Multimodal metaphors, body 

movements and spaces in Rui Horta’s 

contemporary dance creations”. The 

research presented was framed by 

the recent studies on Multimodal 

Metaphor and specifically focused on 

the analysis of video material filmed 

during rehearsals of contemporary 

choreographer Rui Horta, namely for 

his performances SetUp, Lágrimas 

de Saladino and Local Geographic. 

Building on the differences be-

tween conventional metaphors vs. 

Idiosyncratic ones, the research deals 

with metaphors in artistic narratives 

such as contemporary dance, while 

attempting to describe the more 

recurrent metaphors encountered in 

those rehearsal videos.

Robert Davis (Univ. Huddersfield) 

made a presentation entitled “Who 

got the funk? Accounting for the 

strut, a study of groove”. The aim of 

his research was to account for those 

kinetic gestures, which accompany 

listening to groove-based genres 

such as funk, disco and hip-hop. 

What followed was an examination 

of alternative strategies, which may 

help us, think about rhythm and 

movement and ideas of the body 

and the mind drawing on philosophy, 

psychology and some neurological 

research. To conclude, Davis sug-

gested that, in order to account for 

the strut, we need to re-evaluate our 

approach to dance and music and 

develop a more consistent approach 

to an important musical phenom-

enon.

The presentation entitled “The 

Rune Søchting, Paula Gomes Ribeiro, Dilmar Miranda, João Pedro Cachopo.
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pattern-derived gestural improvisa-

tion of Cecil Taylor” was presented 

by, Ludovic Florin (Univ. Toulouse 

2-le Mirail). Ludovic claimed that in 

traditional musicological analysis, a 

large part of free jazz still remains 

elusive. That is why Cecil Taylor’s 

performances are seldom exam-

ined. However, one can certainly 

detect some recurring style-defining 

features in his playing through the 

seemingly paradoxical approach of 

pattern-derived improvisation as 

defined by Siron – “built upon a pool 

of melodic patterns that are trans-

posed, combined and altered in vari-

ous ways”. Thus, when almost every 

jazz history book claims that free 

jazz is associated with free improvi-

sation, Florian demonstrated that a 

fair amount of Taylor’s solos rely on 

pre-practiced “patterns”. 

The second session of the day was 

dedicated to Gesture and form in 

music composition and analysis. 

The first speaker of this session was 

Isabel Pires (CESEM, FCSH/ Univ. 

Nova de Lisboa) with a presentation 

entitled “The sound gesture compo-

sition in a virtual auditory space as a 

structural element on musical works”. 

Pires presented some ideas devel-

oped by composers and researchers 

on the use of auditory space sound 

gesture that is virtual at the moment 

of musical composition. She support-

ed her ideas by presenting musical 

examples, including some of her own 

compositions. 

Pedro Patrício (CITAR/Univ. Católica 

Portuguesa) presented “MuDi – 

Multimedia digital instrument for 

composing and performing digital 

music for films”. Patrício’s musi-

cal proposal fits within the mobile 

music performance paradigm and 

in the new paradigms of musical 

compositions in real-time. The MuDI 

allows for the playing and compos-

ing of digital music, the recording 

of sound generated throughout the 

performance, watching film images 

and simultaneously following the 

relationship between the gestures 

performed and the music gener-

ated. Patrício presented us a short 

performative demonstration of 

MuDi’s operating in real-time, where 

he used a Wi-Fi device with multi-

touch and accelerometer controllers 

(an iPod touch), an application that 

operates with OpenSound Control 

(OSCRemote) for communication 

and a multimedia-programming 

environment (Pure Data). Patrício 

demonstrated that MuDI can provide 

an effective control over the sound 

and consequently, achieve musical 

expressivity.

The third presentation of the session 

was conducted by Petra Bachratá 

(Univ. Aveiro/UniMeM) and entitled 

“Gesture based interactive musical 

models for analysis and composi-

tion of mixed music”. In the novel 

context of modern world after 1950’s 

the search of new compositional 

concepts and alternatives in complex 

electro-acoustic music and contem-

porary music in general, brought up 

the importance of other strategies 

in structuring musical material, such 

as gesture and texture. In her pres-

entation Bachratá showed several 

aspects of how the phenomenon of 

musical gesture can be understood 

as a structural element in percep-

tion of musical interaction in mixed 

music, through examples of analysis, 

systematization, classification and 

categorization of different interac-

tive musical gesture relationships 

between instruments and electron-

ics. Bacharatá established a group of 

theoretical interaction models that 

can be applied as a method for anal-

ysis, as well as a compositional tool.

The closing session of the Forum 

was on the topic of Performance 

practices as symbolic power dis-

courses. Germán Gan-quesada (Univ. 

Autònoma de Barcelona) and Helena 

Martín-nieva (Universitat Ramon Llull, 

Barcelona) made the first presenta-

tion of the session entitled “Ceci 
n’est pas un concert! Mirror image 

of gesture, sound and stage set-

ting in Concert per a Representar 

(Concert to be performed) (1964), 

by Joan Brossa and Josep Maria 

Mestres Quadreny”. The presenta-

tion showed a closer look at how the 

scenic and composition conceptions 

work, in “Concert per a Representar”, 
by means of a performative analysis. 

The work is presented in the con-

text of the series of transgressive 

“musical proposals” (Santana – 1960, 

Divertimento La Ricarda – 1963, 

Conversa – 1965, Suite bufa – 1966), 

and as a revealing example of the 

difficulty in assuming the interna-

tional post-vanguard movements 

by musical composers in the Iberian 

Peninsula. 

The second presentation of the ses-

sion entitled “The reception by the 

Lisbon press of the staging practices 

developed at Teatro de São Carlos, 

in the last years of the Portuguese 

dictatorship - 1970 to 1974”, João 

Romão (CESEM, FCSH/UNL) intro-

Mário Vieira de Carvalho.Isabel Pires.
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duced an interpretation of differ-

ent perspectives regarding musical 

criticism agents’ – critics, composers 

and musicians – through a compara-

tive study of musical criticism texts 

from Teatro de São Carlos, published 

in Lisbon’s newspapers in the early 

years of the 1970’s. The Portuguese 

music field was extensively portrayed 

by the critics and in order to provide 

an overview of musical criticism in 

Portugal, during the period cited 

above. Therefore the focus of the 

presentation was largely on the crit-

ics behavior – reactions, divisions, 

common ground – as a result of the 

repertoire performance practices re-

newal at the Teatro de São Carlos, by 

its Director João de Freitas Branco.

Matilde Olarte’s (Univ. Salamanca) 

presentation, entitled “The synergy 

between popular music and musi-

cians de concierto: the reception 

of the baile español in the cultural 

gatherings of Kurt Schindler”, re-

ported on the post World War I and 

II popularity of Music composition 

based on the tradition and cultural 

identity of Spanish popular music. 

In particular the presentation fo-

cused on the work of the German 

Composer Kurt Schindler (1882-1935) 

who was the first to research and 

record dance and music materials 

in the field throughout the Iberian 

Peninsula. Shindler’s Work was com-

pleted after an extensive comparison 

of the ethnograph ic materials that 

went beyond the “tipismo” of the 

“andalisian” and the “gypsy” across 

the unpublished repertoire, including 

“jotas”, “romances”, working songs, 

children’s songs, etc.

Mário Vieira de Carvalho (CESEM, 

FCSH/Univ. Nova de Lisboa) closed 

the last session of the Forum with 

a presentation entitled “Gestures 

of the life-world: the aesthetic gaze 

on rustic music”. Vieira de Carvalho 

took as a example the case of the 

Portuguese Composer Fernando 

Lopes-Graça (1906 – 1994), to dis-

tinguish an “aesthetic” approach to 

folk music from the anthropological 

(or ethnomusicological) and “folk-

loristic” approaches.  In his presen-

tation Vieira de Carvalho referred 

to some video-examples of field 

research by the ethnologist Michel 

Giacometti (with whom Lopes-Graça 

collaborated as musical adviser) that 

showed how some manifestations of 

traditional music in their apparently 

archaic gesture could seem so “mod-

ern” and so challenging even for the 

trained aesthetic approach.
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1. ARTICLES AND REVIEWS

Authors are invited to submit texts, books and

events reviews under the stated aims and scope of

the Journal of Science and Technology of the Arts.

The main languages for the Journal are English
and Portuguese.

2. SUBMITTING ARTICLES

The Journal of Science and Technology of the Arts

accepts both solicited and unsolicited texts for

review.

After the manuscript is submitted to the

Editor, it is sent to anonymous readers for

peer review. Each manuscript is reviewed by

one member / two members of the scientific

committee.

Authors are notified of acceptance, rejection or

the need for revision within two months. Articles

may be returned to the author for revisions once

or more.

After a manuscript is accepted, it is edited at the

editorial office where it will be styled to conform

to Journal of Science and Technology of the Arts’

style, and returned to the author for approval prior

to publication.

Once a manuscript is accepted for publication,

the editing and production process usually takes

about four months.

An accepted article may not appear in the

immediately subsequent issue of the journal, at

the discretion of the editor. Papers should be sub-

mitted electronically according to editorial guide-

lines. 

[see below: Submitting Manuscripts Electronically 

and online submission].

Incorrectly formatted papers will be rejected.

The submission package should include:
- Article Title

- Author Name

- Author’s generic title (e.g. educator, artist)

- Author address (postal and e-mail)

- Biographical Information: 1-2 sentences about

your occupation and relevant activities and

affiliations.

- A statement indicating that the manuscript has

not been published previously and is not being

submitted for publication elsewhere.

- A clearly labeled disk (or uploaded zip/sit file)

containing the manuscript and biographical

statement, in Word format.

- Full captions for all illustrations should be

included.

- Word count of entire submission, including all

elements / please provide a word count for both

the main text and the notes separately.

3. EDITORIAL GUIDELINES

All articles and reviews should be written in

English or in Portuguese; quotations from foreign

language texts should be translated into English or

into Portuguese. Where necessary the original text

may be quoted in the endnotes.

Articles should be clearly written, logically

presented and accessible to the general reader.

Texts are judged on the basis of relevance to the

aims and scope of the journal, originality, rigor of

thought.

Papers may include statements of belief and

speculations, which should be denoted as such.

If you have an opinion worth presenting, state

it boldly. Try to avoid an excessively ‘academic’

tone. There is no need to shun the use of the first

person singular.

Authors should avoid esoteric words, slang,

parochialisms, idioms and colloquialisms. 

4. FORMATTING GUIDELINES

Length
Articles should not exceed 6,000 words (endnotes

and references will not be counted as part of this

total) / The Journal of Science and Technology of
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the Arts normally publishes articles up to 6,000

words in length.

Longer articles will be considered on their merits.

Abstracts
Authors are asked to provide an abstract of

between 150 and 200 words.

Key Words
Authors are asked to provide 4-8 key words.

Text layout. 
- Double-space ALL copy: text, quotations, end-

notes, captions, and author’s biographical

statement.

- Print out on one side of the page only. Use A4

format pages.

- Use 12-point Times New Roman type for all

elements.

- Number all pages in upper right corner. Leave a

margin of 1 inches all around.

- Do not break words (hyphenate) at ends of lines,

unless they are compound words that should be

hyphenated wherever they fall.

- Do not justify the right-hand margin.

- Avoid extra spaces at the beginnings of lines.

- Do not indent paragraphs.

- Use italic type for words to be set in italics.

- Do not use centering.

- Avoid use of bold text unless essential.

- Use minimum capitalization. 

Titles and Subheadings
Titles must be descriptive, clearly reflecting

the contents of texts and the type of artwork

discussed in order to assist in indexing and

information-retrieval services; two-part titles are

encouraged.

In subheadings use upper and lower case.

Type subheads, titles and the like as isolated

paragraphs.

Quotations
Quotations must be absolutely accurate and

carefully transcribed.

Use single quotation marks throughout; for

quotations within quotations use double quotation

marks. Longer quotations should appear as an

indented block without quotation marks.

Signal breaks in the text thus: ... (where the set of

three points [ellipsis] marks a break in the text,

leave a space before and after); do not use an

ellipsis at the beginning of quotations; if ... is used

at the end of a quotation, add a final point, placing

footnote inside last point (...1.).

Punctuation
Contractions and acronyms should be spelled out

on the first appearance.

Abbreviations
and special terms especially highly technical

terms, should be defined in the text or in a

glossary at the end of the text.

Dates
the nineteenth century, not 19th; 9 May 1962; BC or

AD, no points.

Endnotes
Notes should be numbered consecutively and

submitted as endnotes, not footnotes. Do not use

smaller type for notes. For periodical citations,

include volume, number, and full date of the

issue. Endnote numbers in the text should use

superscript figures placed after punctuation.

Endnotes should not be used in short reviews.

Do not use endnote formatting linking notes to

note markers.

Special Characters
Please mark on the printed manuscript any

accented characters, especially those requiring

accents other than those standard in Western-

European languages. Also identify non-Latin

characters, math characters, and such.

Appendixes
Extremely technical or detailed material should

be placed at the end of the text in one or more

appendices, to which the text should refer.

Tables and Charts: Give clear instructions as to

where each belongs in the manuscript. Any tables

or charts requiring typesetting, if submitted on
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computer disk, should be supplied in separate files

and with clear printouts.

References and Notes
The use of references is strongly encouraged.

A list of general references in the form of a

bibliography is also desirable. 

Articles:
Barbosa, A. “Public Sound Objects”, Organised

Sound, Vol. 10, No. 3, December 2005, pp. 233-
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Books:
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Other references not referred here should follow

the APA - American Psychological Association,
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submit books, CDs, DVD’s, catalogues, CD-ROMs,

and other review materials for consideration to:

Journal of Science and Technology of the Arts /
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Universidade Católica Portuguesa – Centro

Regional do Porto

Rua Diogo Botelho, 1327

4169-005 Porto
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Materials submitted for consideration will not be

returned.

Length
The average review is 1500 words.

Because of the nature and the brief format of
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5. SUBMITTING MANUSCRIPTS 
ELECTRONICALLY

Supplying manuscripts to the editorial office on

computer disk or via e-mail can bring a number

of advantages to authors, referees, the editorial

office and the publishing process in general.

GUIDELINES:

- Please supply files on standard CD-ROMs or

provide a link to a ZIP/Sit file containing your files.

- Keep a copy of the file for safety.

- Booth PC an Mac compatible files are

acceptable.

- Microsoft Word is the software of choice. If you

are using another program save it as .rtf or .txt.

Please indicate the format in which you have

saved the file.

- Name your manuscript file as follows: Yourname.

doc (or Yourname.txt or Yourname.rtf if your

manuscript is saved as a text file or rich text file,

respectively).

- Include your name and the title of the article on

the label

- Name your image files as follows: Yourname_

Fig1.tif, Yourname_Fig2.eps, etc.

- Email submissions. If you are sending your

manuscript as an attachment, please follow the

guidelines above for formatting your text. Please

email all submissions to citarjournal@porto.ucp.pt

Copyright Information and forms
Copyrights to illustrations published in the journal

remain with their current copyright holders.

It is the author’s responsibility to obtain
permission to quote from copyright sources.
In line with most academic journals, Journal

of Science and Technology of the Arts require

contributors to obtain clearance for any copyright

materials reproduced in their articles.

Signed permissions to publish both text and

images must be received at the journal editorial

office during preparation for publication.

Any fees required to obtain illustrations or to

secure copyright permissions are the responsibility

of authors.

Authors may use their own material in other

publications provided that the journal is

acknowledged as the original place of publication,

and CITAR is notified in writing and in advance.

Use by third parties generally is not provided

without concurrence of the author.

You should always seek advice when in doubt.

6. ILLUSTRATIONS

Figures must be saved as high-resolution TIFF

files (at least 300 pixels per inch for photographs,

and 1200 pixels per inch for black and white line

drawings).

Illustrations generally are not returned to the

author after publication.

No responsibility is assumed by the editorial office

or the publisher for damage to illustrations. Please

minimize the risk of damage, using materials to

protect each illustration.
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Permissions for Illustrations and Figures
Permission to reproduce copyright material, for

print and online publication in perpetuity, must be

cleared and if necessary paid for by the author.

It is the author’s responsibility to obtain written

permission to reproduce an image.

Captions
Every image should be supplied with a caption,

which we ask you to write. The caption should

explain what the reader is seeing, and must also

give full details of the source from which it has

been taken. It should also acknowledge permission

to reproduce, using the exact wording supplied in

the letter of permission, and (in the case of books

or manuscripts) it must give the call-number or

shelfmark, and the page or folio number.

Captions should be numbered consecutively. 
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Date
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Dimensions

These elements are separated by commas and

followed by a period.

Collection
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Credit lines

These elements are separated by commas.

Copyright and photograph credit
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Not all images are of works of art or other
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can be included for every image. E.g., works

of performance art, architecture, photographs

that are themselves artworks, etchings and

other prints, etc., may in some cases not include

dimensions or medium or other data.

Other data specific to the argument of the text
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A list of figure captions should be included

with each illustrated manuscript and must

include credits to the copyright holder and/or

photographer.

Incomplete figure captions will be returned to the

author for revision.

Each illustration must be numbered and be

referred to by this number in the text of the

manuscript. This “figure number” must reflect the

figure’s citation order in the text. Use the follow

indication in the text: (See Fig. 1).

On the reverse side of each print, the author’s

name and the figure number must be listed and

the top of the image indicated.

Figure numbers, author’s name and format

must be indicated in the names of digital files:

Yourname_Fig1.tif

7. ADDITIONAL INFORMATION

Complementary Copy and Offprints
Upon publication authors will be sent a

complementary copy of the issue in which their

article appears. The publisher will supply authors

with 20 free offprints.

Expenses
It is the author’s responsibility to pay any costs

incurred for the article, including photography and

permissions expenses.

All correspondence concerning contributions,
books and other review material should be sent
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“Listening and Remembering”: participants improvise with their voices
“Listening and Remembering”: participantes improvisam com as suas vozes
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