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resumo 
 
 

Este projeto de doutoramento centra-se no processo de investigação e 
composição/performance de À escuta | o aberto, trilogia de solos para corpos 
disruptivos e consta na apresentação deste conjunto de obras musicais e tese. 
Desconstruindo e pensando para além das dualidades de 
compositor/performer, ideia musical/performance, subjectividade/objectividade, 
controlo/fora de controlo, etc., este projeto coloca uma dimensão disruptiva, 
não-semiótica do corpo como centro nevrálgico da criação artística e da 
investigação. Intimamente ligados a esta dimensão, são desenvolvidos neste 
processo: 1) um ‘conceito’ de à escuta | o aberto (que abandona as dualidades 
sujeito/objeto, dentro/fora), que desempenhará um papel crucial nas 
estratégias/processos de composição e performance; 2) uma noção de 
virtuosismo (baseada em conceitos como autoimunidade, transdução 
(Simondon), eficção e ‘interpretação’ (Szendy)), que traz para o âmago da sua 
conceção e formulação a noção de indecidibilidade (e vulnerabilidade) como 
potencial criativo, a vários níveis.  
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This research project focuses on the composition/performance process of 
Listening | the open, trilogy for disruptive bodies, and its final outputs consist of 
the presentation of this set of musical works and thesis. Deconstructing 
dualities of composer/performer, musical idea/performance, 
subjectivity/objectivity, control/out of control, etc., this project acknowledges a 
disruptive, non-semiotic level of the body(ies) as a neuralgic centre of both 
artistic creation and research. Intimately connected with this level of the 
body(ies), two main ideas have been developed: 1) an idea of listening | the 
open (that renders the dualities of subject/object, inside/outside inoperative), 
which will play a major role in the strategies/processes of composition and 
performance; 2) an idea of virtuosity (based on the concepts of autoimmunity, 
transduction (Simondon), effiction and ‘interpretation’ (Szendy)) that brings to 
its core the notion of undecidability (and vulnerability) as a creative potential, at 
various levels. 
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A’s	(Diniz	Reis	2011).	
fig.	31	–	Two	video	textures	created	by	Daniel	C.	
Neves	for	the	staging	of	IPD.	
fig.	32	-	Frame	from	the	video	of	the	première	of	
IPD	at	Maria	Matos	Theatre,	2013.	
fig.	33	–	Idem.	
fig.	34	–	Detail	of	(semi-)preparations	and	props	
for	II.	Hierarchy	of	Insanity	(IPD):	different	types	
of	magnets	(on	strings	and	on	metal	frame),	
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Praise	of	Disorder.	On	the	right:	noise	box	used	in	
IV.	All	that	is	light	has	a	dark	part	(Lullaby).	
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INTRODUCTION	
	

I. Falling	apart		
	

1. foreword	
	

Focusing	on	the	composition/performance	process	of	Listening	|	 the	open,	 trilogy	 for	disruptive	

bodies	(2009	–	2019)	this	research	project	puts	forwards	this	thesis	and	a	set	of	musical	works	(the	

trilogy)	as	outputs.	The	works	of	the	trilogy	are	provided,	attached,	 in	the	following	folders	and	

files:	

1. TTLG	(folder),	containing	1)	the	film	through	this	looking	glass	(2010);	2)	the	booklet	of	the	

DVD/CD	through	this	looking	glass	(released	by	Blinker,	Marke	für	Rezentes,	2010);	

2. IPD	(folder),	containing	1)	the	audio	of	the	CD	In	Praise	of	Disorder	(2013);	2)	the	booklet	

of	the	CD	In	Praise	of	Disorder	(released	by	Shhpuma	2013);	3)	a	(live)	video	with	fragments	

of	all	the	seven	pieces	of	In	Praise	of	Disorder	(shot	in	the	première	of	its	‘final’	version	at	

Maria	Matos	Theatre,	in	2013);	4)	a	(live)	video	of	the	complete	piece	In	Praise	of	Disorder	

V.	(shot	in	the	première	of	its	‘final’	version	at	Maria	Matos	Theatre,	in	2013);	

3. LTO	(folder)	containing	1)	the	video	of	the	première	of	Listening:	the	open	at	Maria	Matos	

Theatre	(October	2016);	2)	the	program	of	the	concert;	

	
Before	approaching	our	research	subject	directly,	it	might	be	relevant	to	make	a	brief	incursion	into	

the	‘primordial	soup’	that	led	to	the	beginning	of	this	research	project	–	first,	some	facts	about	my	

musical	path	which	led	to	the	beginning	of	the	creation	of	this	trilogy	(before	2009)	and,	second,	a	

few	of	the	drives	and	motivations	that	from	2009	on,	led	to	the	beginning	of	this	specific	research	

project.	This	information	might	be	meaningful	to	bring	to	this	context	and	analyse,	in	confrontation	

with	what	is	about	to	be	created	later	on	(even	if	it	means	bringing	some	personal	experiences	to	

the	foreground,	incurring	in	a	movement	of	dispersion).1	The	fact	that	we	begin	this	introduction	

with	a	dispersion	movement	–	falling	apart	–	followed	by	an	‘opposed’	organisation	movement	–	
pulling	together	–	will	be	significant	for	our	subject	and	for	all	of	what	is	about	to	come:	on	the	one	

hand,	we	will	deal	with	the	disruptive	and	non-semiotic	level	of	the	body(ies)	and,	on	the	other,	

with	organisation	and	semiotic	strategies	for	dealing	with	this	level	of	the	body(ies)	throughout	the	

creative	 processes	 of	 this	 trilogy.	 We	 will	 use	 falling	 apart	 as	 standing	 for	 the	 disruptive,	

unorganised	processes	of	the	body,	responsible	for	the	dispersion	of	the	self,	and	pulling	together	

for	the	intentional	and	meaningful	processes	of	organisation	of	a	body.		

																																																								
1	 This	 personal	 experience	 is	 brought	 up	 to	 this	 context	 for	 the	 productive	 relations	 established	 with	 the	 effective	
processes	and	outputs	of	this	research	project.	
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These	movements	will	therefore	be	ubiquitous	and	of	the	utmost	importance	in	all	realms	of	this	

investigation	 and	 artistic	 practice.	 Ultimately,	 we	 will	 try	 to	 conceive	 and	 approach	 these	

movements	beyond	the	duality	of	control/out	of	control.	

	
2. towards	the	beginning	of	the	trilogy	

	

My	path	in	music	was,	at	various	levels,	a	non-linear	and	atypical	one.	I	had	many	interests	and	was	

doing	quite	a	lot	of	different	things,	but	there	were	no	connections	between	them.	At	the	beginning	

of	my	teenage	years,	between	my	private	classical	piano	lessons	(which	I	started	at	ten)	and	my	

activity	as	a	bass-player	in	a	rock	band	(which	I	started	at	13)	there	was	a	huge	abyss:	it	was	the	

same	distance	that	exists	between	the	‘sacred’	and	the	‘profane’,	as	if	I	were	simultaneously	playing	

the	role	of	the	‘beauty’	and	the	one	of	the	‘beast’.	On	the	one	side	there	was	the	solitary,	obsessed	
hard-working	path	towards	a	music	that	felt	from	another	world,	and	which	I	loved;	on	the	other	

side,	the	direct	experience	of	playing	with	friends	(and	often	for	hundreds	or	thousands	of	people),	

the	experience	of	making	music	in	a	straightforward	manner	and	the	pleasure	and	delight	in	noise	

and	in	the	immersion	in	sound.2	

In	this	non-linear,	back	and	forth	path	of	studies	and	experiences,	I	found	in	contemporary	music	a	

kind	of	‘space-time’	that	could	somehow	emerge	in	the	gap	between	both	previous	experiences:	it	

had	the	deepness	and	complexity	of	the	Western	‘art’	music	(hereafter	WAM)3	tradition	with	a	kind	

of	non-linearity	that	pleased	me,	and	at	the	same	time,	the	energy	of	a	‘now’	(or	something	closest	

to	 ‘now’)	and	a	more	direct	relation	to	sound.	 In	my	fondness	for	contemporary	music,	another	

subjective	gap	emerged	between	choosing	the	somehow	idealistic	path	of	composition	or	the	more	

‘practical’	path	of	performance.	Studying	composition	meant,	at	the	time,	an	abstraction	I	was	not	

willing	to	or	simply	could	not	achieve.	For	this	reason,	I	chose	studying	piano.	

	

Following	my	piano	studies,	there	are	three	experiences	that	constitute	 important	trigger	points	

towards	the	work	and	thesis	I	now	present.	The	first	experience	has	to	do	with	my	studies	with	Jean	

Fassina	 in	 Paris,	 in	 2002-04.	 As	 a	 pedagogue,	 his	methodology	was	 radical,	 but	 it	 nevertheless	
fascinated	me:	 it	 involved	ceasing	to	play	repertoire	 for	about	 three	or	 four	months	 in	order	 to	

concentrate	only	on	 articulation	 and	 listening	 –	 listening	 to	 the	 attack,	 listening	 to	 the	 release,	

feeling	 the	 ‘electric’	 impulse	 in	 the	 finger,	 controlling	 tension	 in	 order	 to	 ‘liberate’	 sound,	

																																																								
2		The	band	in	question	was	named	Pinhead	Society	1993-2000	(Luís	André	Ferreira,	Joana	Sá,	Mariana	Ricardo,	Nuno	
Pessoa)	and	had	a	quite	a	significant	activity	in	Portugal,	playing	in	major	venues	and	in	the	main	stages	of	music	festivals	
around	the	country	at	the	time	(Vilar	de	Mouros,	Paredes	de	Coura,	Sudoeste,	etc.).	

3		For	practical	reasons,	I	will	use	Nicholas	Cook’s	designation	of	Western	‘art’	music	(WAM)	(Cook	2013,	2)	throughout	
this	thesis,	although	I	do	not	quite	agree	with	it:	a	musical	tradition	whose	conception	is	based	on	the	assumption	of	it	
being	‘art’	in	detriment	to	other	traditions	or	genres	can	be	problematic	and	fallacious	(even	if	the	concept	of	art	might	
change	 in	 different	 contexts).	 But	 then	 again,	 as	 this	 thesis	 is	 bringing	 to	 the	 foreground	 incisions	 and	 problematic	
conceptions	 of	 Western	 music	 from	 a	 ‘classical’	 tradition,	 the	 designation	 also	 embodies	 these	 contradictions	 and	
problematics.	
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controlling	every	possible	parameter	of	quality	of	sound,	etc….	It	was	a	mentally	difficult	task	but,	

still,	 a	 very	 fruitful	 and	 almost	 life-changing	 experience.	 The	 second	 step	 of	 Jean	 Fassina’s	

methodology	 felt	 like	 it	was	going	 to	be	easier	 in	 this	mental	aspect,	but	 it	was	 in	 fact	 just	 the	

continuation	of	 the	 first,	extending	this	obsessive	process	 through	time.	 It	consisted	 in	studying	

Robert	Schumann’s	Kinderszenen	Op.	15	(Scenes	from	Childhood	Op.	15)	and	nothing	else	during	

about	seven	months.	And	it	was	not	really	about	playing	Kinderszenen,	but	a	kind	of	‘playing	into’	

Kinderszenen:	an	intensified	all-depth	approach	that	consisted	in	zooming	in	on	fragments,	certain	

features	or	 relations	of	 the	pieces.	All	pieces	were	strictly	choreographed	and	 fingered	 into	 the	

tiniest	detail,	and	the	zooming	exercises	consisted	in	approaching	this	choreography	from	different	

fragmentary	micro	perspectives	or	micro	relations	of	the	pieces.	This	was	done	through	an	extreme	

intensification	of	the	listening	experience:	it	was	about	controlling	every	tiny	little	detail	of	gesture,	

every	 tiny,	 little	 detail	 of	 sound,	 sound	 relations,	 etc.	 	 When	 I	 was	 able	 to	 master	 Fassina’s	

choreographic	and	listening	exercises,	I	finally	realised	that	I	‘could	not	really’	play	Kinderszenen:	I	

was	blocked	 for	 two	reasons.	The	 first	was	 that	 the	 intense	 listening	 for	detail	was	pushing	me	
towards	the	microstructure	of	the	pieces	in	such	a	way	that	I	could	not	get	out	and	zoom	out	of	

properly;	I	could	not	identify	or	understand	the	second	reason	back	then.	

I	engaged	with	repertoire	from	this	point	on,	and	while	on	the	one	hand	I	felt	as	if	I	were	developing	

new	skills	and	growing	as	a	pianist	and	musician,	on	the	other	I	would	sometimes	have	a	strange	

sensation	 of	 feeling	 trapped.	 I	 had	 had	 many	 technical	 problems	 before,	 but	 I	 had	 never	

experienced	any	expressivity	problems	during	my	musical	studies	or	experiences.	I	was	feeling	them	

for	the	first	time,	although	my	work	and	performance	seemed	to	be	highly	appreciated	by	Fassina.	

	

Meanwhile,	an	overwhelming	episode	occurred,	which	made	me	understand	my	second	problem:	

I	organised	a	series	of	concerts	with	some	friends	at	the	Maison	du	Portugal	(Residência	André	de	

Gouveia,	at	Cité	Internationale	Universitaire	de	Paris)	and	for	one	of	these	concerts	I	invited	a	friend	

and	colleague	(a	fellow	student	of	Fassina’s)	to	play	a	recital.	She	played	a	whole	program	and	it	

she	played	a	Nocturne,	Op.	48	no.	2	in	F	sharp	minor,	by	Chopin,	which,	by	chance,	I	was	also	playing	

back	then.	The	Nocturne	doesn’t	really	present	any	technical	difficulties,	but	for	some	reason,	I	was	

feeling	awkward	playing	it.	My	colleague	played	it	in	concert	and,	for	me,	it	was	an	overwhelming	

experience	that	seemed	to	last	for	ages:	watching	her	was	like	seeing	and	hearing	myself	playing	in	
the	mirror.	She	had	exactly	the	same	problems	–	we	were	kind	of	a	copy	of	one	another.	Or	worse:	

we	were	a	copy	of	Fassina’s	playing,	or	of	his	corporeal	idea	of	playing.	It	was	his	body	trying	to	fit	

ours	and	it	could	only	go	wrong.	However,	some	of	these	experiences	were	very	important	for	my	

actual	work:	that	of	intense	listening;	that	of	feeling	trapped	in	a	bodily	expression	which	was	not	

mine	and,	finally,	the	intense	experience	of	being	immersed	in	Schumann’s	music.	

	

The	 second	 and	 third	 experiences	 I	 find	 important	 to	 mention	 here	 occurred	 more	 or	 less	

simultaneously	after	that,	during	the	period	in	time	of	my	fruitful	piano	studies	with	Paulo	Álvares	

and	Caio	Pagano	in	Castelo	Branco.	One	was	the	experience	of	improvisation	(through	new	music	
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aesthetics)	with	the	group	Powertrio	(with	Luís	J.	Martins,	guitar,	and	Eduardo	Raon,	harp)4	and	in		

improvisation	classes	with	Paulo	Álvares;	the	other	was	the	experience	of	approaching	open	forms	

and	graphic	scores,	 from	which	John	Cage’s	“Concert	 for	piano	and	Orchestra”5	was	the	highest	

exponent.	Both	experiences	enlarged	the	scope	of	my	creative	role	as	a	performer:	they	made	me	

search	for	new	resources	and	techniques	and	put	me	in	a	situation	where	I	had	to	find	new	ways	of	

thinking	about	music	and	interpretation,	having	to	make	decisions	on	a	more	structural	level	of	the	

musical	work.	At	 the	same	time,	 improvisation	with	Powertrio	was	often	recorded	 in	audio	and	

followed	by	listening	and	reflexion,	which	would	then	frequently	lead	to	a	kind	of	organisation	of	

musical	ideas	in	musical	works.	This	was	how,	through	these	performative	practices,	I	was	finding	

a	path	and	a	musical	approach,	which	was	slowly	coming	closer	to	composition.		

	

3. towards	the	beginning	of	this	research	project	
	

through	this	looking	glass	
	

Through	these	practices,	back	in	2009/10,	I	had	the	will,	as	well	as	the	musical	and	technical	skills	

to	start	creating	the	work	which	would	constitute	the	first	piece	–	through	this	looking	glass	–	of	

the	trilogy	that	is	about	to	be	presented.	However,	and	as	I	said	before,	thinking	about	and	making	

music	was	never	a	complete	exercise	of	abstraction	for	me,	I	felt	I	needed	a	‘concrete’	element	to	

hold	onto.	And	this	takes	us	back	to	Schumann.	I	had	successfully	overcome	my	experience	with	

Fassina,	but	somehow	I	still	had	a	musical	problem	to	solve:	 it	was	about	Kinderszenen.	When	 I	

started	to	think	about	creating	this	first	solo,	I	easily	decided,	long	before	starting	the	composition	

process,	that	the	‘something	to	hold	onto’	was	precisely	this	Schumann	cycle.	I	felt	a	special	affinity	

with	Schumann’s	music,	and	Kinderszenen	was,	oddly	enough,	a	very	complex	and	contradictory	

music	–	miniatures,	but	having	a	whole	and	immense	world	which	is	difficult	to	grasp;	simple,	but	

very	hard	to	perform	well,	since	everything	is	so	exposed	and	so	veiled	at	the	same	time;	relating	
to	childhood,	but	requiring	the	maturity	of	a	lifetime;	joyful,	but	painful;	and	mostly,	and	above	all,	

they	had	this	connection	or	gap	between	music	and	poetry:	this	was	‘hardly’	music,	it	felt	almost	

like	poetry…	

I	decided	that	I	would	compose	a	cycle	of	13	miniatures	in	intimate	relation	to	the	13	Kinderszenen,	

and	to	their	poem-like	character.	The	miniature,	the	fragment	and	the	poem	were	forms	or	traces	

of	form	for	which	I	had	and	still	have	a	special	love	for,	and	I	was	particularly	interested	in	exploring	

a	third	subjective	gap,	the	specific	gap	between	music	and	poetry,6	and	the	possibility	for	emerging	

in	between,	an	endeavour	and	a	struggle	in	which	Schumann	was	perhaps	the	greatest	master.	My	

																																																								
4	Powertrio	is	still	an	active	and	very	important	project	in	my	musical	activity.	

5	A	video	with	my	version	of	Cage’s	“Concert	for	piano”	(2008)	can	be	seen	in	the	following	link:		http://www.joana-
sa.com/projects.php?lang=en&proj=2	

6	This	‘specific	gap’	will	be	further	explored	throughout	this	thesis.		



	 5	

affinity	to	Schumann	and	for	this	particular	‘space	in	between’	had	to	do	with	a	specific	corporeal	

experience	 of	 his	 music,	 something	 which	 Roland	 Barthes	 could	 capture	 in	 his	Music’s	 body	

(Barthes,	1985),	a	collection	of	writings	 that	 turned	out	 to	be	an	 important	driving	 force	of	 this	

research.		

	

I	started	thinking	about	what	through	this	 looking	glass	 (hereafter	TTLG)	could	be	at	the	end	of	

2008,	and	composed	most	of	it	in	a	six-month	period	between	2009/10	in	Cologne.	It	was	part	of	a	

project	I	developed	in	the	‘Hochschule	für	Musik	und	Tanz	Köln’,	with	Paulo	Álvares	as	a	tutor,	and	

for	which	I	obtained	an	INOV-ART	grant	from	the	Portuguese	DGArtes	–	Ministry	of	Culture.	The	

piece	turned	out	to	have	so	many	performative	details	that,	when	thinking	about	its	recording,	I	

found	 that	 audio	 would	 not	 suffice.	 I	 then	 decided	 that	 film	 would	 provide	 the	 ideal	 way	 to	

approach	this	piece.		

With	 this	 in	mind,	 I	 contacted	 film	 director	 and	 cinematographer	 Daniel	 Costa	 Neves:7	 besides	

having	a	particularly	refined	plastic	approach	to	image,	he	had	quite	a	vast	experience	with	music	
videos,	and	an	extreme	sensitivity	 for	working	and	editing	with	music.	He	was	very	enthusiastic	

about	the	project	and	although	we	had	no	financial	support,	we	headed	with	our	own	means	to	

what	would	be	an	enormous	and	hard-working	adventure,	but	one	that,	at	the	end,	would	be	worth	

all	of	our	effort.	The	film	of	the	performance	was	made	between	February	and	September	2010,	

and	our	work	was	released	 in	DVD+CD	by	an	enthusiastic	new	 label	 in	Cologne	called	 ‘blinker	–	

Marke	 für	 Rezentes’.	 The	 film,	 in	 black	 and	 white,	 had	 such	 a	 specific	 and	 oneiric	 ambiance,	

orchestrated	by	Daniel	C.	Neves,	that	we	decided	to	re-work	and	re-construct	this	idea	for	the	stage,	

a	process	which	Daniel	C.	Neves	would	also	be	responsible	for.	The	complete	stage	version	was	

premiered	much	later,	in	2011,	at	the	Maria	Matos	Municipal	Theatre	in	Lisbon,	which	became	one	

of	the	main	supporters	of	our	work	through	time,	and	which	would	be	the	venue	where	all	pieces	

of	the	trilogy	were	premiered.	

In	this	process	of	TTLG	I	somehow	felt	that	I	was	beginning	something,	that	I	was	finding	an	idea	

which	was	hardly	graspable.	It	was	not	an	abstract	compositional	idea	that	I	could	put	words	on,	

that	I	could	define.	Somehow,	I	had	the	feeling	that	to	understand	it	would	mean	to	go	and	create	

further:	in	a	way,	TTLG	was	not	over	yet	and,	back	then,	it	made	sense	for	me	to	think	of	it	as	the	

beginning	of	a	trilogy.		
	

	In	Praise	of	Disorder	
	

One	day,	while	working	on	the	TTLG	film	with	the	visual	artist	Pedro	Diniz	Reis	(one	of	the	very	few	

collaborators	who	were	working	with	Daniel	C.	Neves	in	post-production),	Pedro	showed	me	the	
work	he	was	preparing	for	his	exhibition	One	dictionary,	four	alphabets	and	a	decimal	system,	which	

was	about	to	happen	in	2011,	at	Culturgest	Porto.	The	work	in	question	was	O	Livro	dos	AA	=	The	

Book	of	A’s	(Diniz	Reis,	2011)	and	it	was	a	book	that	lists	all	the	words	of	a	Portuguese	dictionary,	

																																																								
7	I	was	familiar	with	the	music	videos	he	had	made	for	Nuno	Prata	and	Dead	Combo.	
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more	precisely	96,715	words.	The	words	were	ordered	alphabetically	(A-Z)	in	four	columns	by	page.	

All	 the	 letters	 from	the	 list	were	deleted	except	the	A’s”8.	The	obsessive	and	beautifully	detailed	

graphical	 realisation	of	 this	 book,	 containing	 specific	 traces	 (the	 letter	 ‘a’)	 of	 all	 the	words	 in	 a	

dictionary	had	a	very	powerful	and	poetic	strength:	it	looked	at	the	same	time	like	a	graphical	score	

(that	could	be	easily	linked	to	specific	point-graphics	of	Cage)	and	a	visual	poem,	a	poem	with	no	

actual	 words,	 just	 traces	 of	 words	 (that	 could	 be	 easily	 linked	 to	many	works	 of	 experimental	

poetry).	It	was	in	fact	touching	the	same	‘subject’,	a	similar	‘space	in	between’	to	that	approached	

with	Schumann,	and	I	completely	engaged	with	it.	Pedro	then	asked	me	to	create	a	score	with	these	

graphics	and	to	play	at	the	exhibition,	something	which	I	naturally	did.	From	the	whole	Book	of	AA’s	

I	made	a	selection	of	pages	and	organised	them	in	three	different	movements.	For	each	of	these	

three	 different	 movements,	 I	 established	 different	 composition/performance	 approaches	 with	

disparate	music	material,	rules.	We	did	a	concert	 in	the	context	of	the	exhibition’s	vernissage	in	

Porto	and	later	on	in	Culturgest	Lisbon,	where	he	held	another	extended	exhibition	related	to	the	

same	work.		
After	 this	experience,	 I	was	wondering	about	 ideas	 for	 the	 second	piece	of	 the	 trilogy,	and	 this	

material	seemed	to	me	a	good	point	of	departure,	a	second	element	to	which	I	could	hold	onto.	

But	if	the	visual	input	of	the	graphics	had	previously	been	a	fruitful	impulse	for	making	music,	now	

it	felt	as	 if	 it	was	closing	doors,	as	 if	 it	was	trying	to	fixate	something	(or	a	music-making	body),	

which	was	not	fixable:	my	musical	ideas	wanted	to	go	further,	or	somewhere	else,	with	the	poetic	

idea,	but	beyond	the	graphics	fixed	beforehand.	For	this	reason,	 I	decided	to	 leave	the	graphics	

behind,	keeping	some	of	the	musical	or	poetical	ideas,	and	work	towards	a	new	solo	that	would	

later	be	called	In	Praise	of	Disorder	(hereafter	IPD),	the	second	piece	of	the	trilogy.	

	

Meanwhile,	during	the	process	of	composition	of	this	piece,	I	again	felt	the	need	to	go	further	in	

my	musical	approach,	and	found	that	this	time,	 in	order	to	achieve	this,	 I	had	to	go	beyond	my	

artistic	practice.	I	found	the	context	of	a	PhD	ideal	for	what	I	was	seeking,	and	therefore	decided	to	

apply	for	a	PhD	in	Performance	at	Aveiro	University,	as	well	as	to	a	PhD	Scholarship	from	the	FCT	–	

Fundação	 para	 a	 Ciência	 e	 Tecnologia	 [Foundation	 for	 Science	 and	 Technology].	 Both	 these	

institutions	made	it	possible	to	work	in	this	project	in	a	full,	focused	way.		

	

II. Pulling	together	
	

1. finding	ways	through	the	tacit	
	

My	 compositional	 process	 is,	 as	 I	 mentioned	 before,	 highly	 grounded	 in	 performance	 and	 a	

corporeal	 experience.	 Throughout	 history,	 authors	 and	 philosophers	 have	 written	 about	 how	

																																																								

8	Description	available	at	Pedro	Diniz	Reis’s	website	–		http://www.pedrodinizreis.net/Work.aspx?ID=112).		
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difficult	it	is	to	write	about	music,	and	they	will	probably	continue	to	do	so	until	the	end	of	times.	

But	 it	 might	 be	 even	 harder	 to	 write	 about	 a	 kind	 of	 music	 whose	 intrinsic	 thinking	 is	 highly	

corporeal,	and	where	the	realm	of	tacit	dimension	could	be	considered	to	be	even	wider	(compared	

to	 most	 common	 practices	 in	 WAM).	 This	 difficulty	 is	 inevitably	 linked	 to	 the	 fact	 that	 music	

notation	(musical	writing)	is	not	at	all	an	important	part	of	this	compositional	process,	and	that	in	

fact,	I	scarcely	write	music.	And	this	disconnection	to	notation	happens	not	because	of	a	specific	

decision	 in	 that	direction,	but	because	my	 inherent	way	of	 thinking	music	 resists	 firmly,	 almost	

painfully,	to	writing	notation:	to	music	writing	in	general,	but	also	to	the	formulation	of	my	musical	

ideas	in	words.	Therefore,	it	took	a	enormous	effort	on	my	part	and	quite	a	long	time	just	to	be	

able	to	grasp	my	ideas	and	then	finally	put	them	together,	which	meant	and	still	means,	in	a	kind	

of	 tacit	 and	dispersed	practice:	 an	 exercise	 of	pulling	oneself	 together.	 Taking	 into	 account	 the	

crucial	role	that	performance	plays	in	my	work,	it	made	sense	for	me	and	for	my	Institution	–	Aveiro	

University	–	to	present	this	artistic	research	project	in	the	context	of	Performance	studies	in	music.	

	
I	have	been	paying	attention	to	ongoing	arguments	in	artistic	(musical)	research,	a	still	very	young	

field	 in	 investigation.	The	discussion	has	been	inflamed	and	has	been	spreading	through	various	

mediums	 –	 formal	 and	 informal	 ones	 –	 from	 conferences	 and	 papers	 to	 discussions	 on	 the	

blogosphere,	 and	 even	 on	 social	 media.	 On	 the	 one	 side	 are	 the	 academies	 which	 accept	 the	

practice	 of	 composition	 and	 performance	 as	 research,	 and,	 on	 the	 other,	 the	 loud	 cries	 that	

Composition	 is	 not	 research	 (Croft	 2015)	 and	Musical	 Performances	 are	 (not)	 artistic	 research	

(Marcel	Cobussen)9.	For	such	a	new	research	field,	this	unavoidable	and	healthy	discussion	gives	

us,	 the	 ones	who	 are	 beginning	 a	 path	 in	 artistic	 research,	 a	 still	 quite	 unsteady	 ground	 to	 go	

through	but,	at	the	same	time,	it’s	given	us	the	possibility	and	the	responsibility	to	be	a	part	of	this	

endless	and	hopefully	fruitful	process.		

	

This	research	project	presents	two	distinct	but	entangled	practices	and	outputs:	a	research	practice	

and	 output	 (this	 thesis)	 and	 an	 artistic	 practice	 and	 output	 (three	 compositions/performances	

provided	in	attachment).	These	practices	(from	2012	on,	when	this	research	project	began)	have	

been	fuelling	each	other,	influencing	and	being	influenced,	deconstructing	and	re-constructing	each	

other	in	a	process	that	functions	as	a	motor	both	for	artistic	creation	and	the	(re)formulation	of	
ideas.	The	 intention	was	that	this	research	project	could	go	far	beyond	my	personal	and	artistic	

interest,	and	could	open	some	new	perspectives	 towards	 the	 tacit	domain	of	music	and	artistic	

creation	–	the	realm	in	which	science	(still)	has	most	difficulties	to	dig	in	to,	and	a	kind	of	knowledge	

which	still	plays	a	secondary	role	in	academia.	

		

																																																								
9	 Conference	 by	 Corbussen	 attended	 at	 PERFORMA	 2015	 Conference	 on	 Musical	 Performance,	 organized	 by	 the	
University	of	Aveiro,	the	Institute	of	Ethnomusicology	(INET-MD),	and	the	Brazilian	Association	of	Musical	Performance	
(ABRAPEM).	https://www.academia.edu/36302896/Musical_Performances_are_not_Artistic_Research	
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This	thesis	produces	a	reflection	on	a	tacit	domain	which	has	been	marginalised	for	a	 long	time	

among	academics	for	reasons	and	factors	that	will	be,	in	many	ways,	ubiquitous	in	this	thesis:	the	

still	 prevailing	abyssal	 line	of	Western	 thought,	 a	 line	 that	 tends	 to	make	 the	other	 (cultural	or	

ethnic-cultural)	inexistent	(Sousa	Santos	2007),	but	that	also	and	above	all,	leads	to	the	exclusion	

of	the	‘other’	in	ourselves,	that	‘other’	who	hides	in	the	deepness	of	the	Self,	in	the	subconscious	or	

unconscious	 regions	 –	 that	 ‘other’	 (…)	which	 cannot	 be	 verbalized,	 cannot	 be	 captured	 by	 the	

rational-reflexive	 discourse	 (Vieira	 de	 Carvalho	 2016,	 45).10	 Erasing	 the	 other,	 this	 abyssal	 line	

produces	 a	 perspective	 exclusively	on	 the	 side	 of	 the	 line	 (Sousa	 Santos)	 of	 explicit	 knowledge,	

described	as	the	knowledge	that	can,	to	some	extent,	be	transferred	by	the	use	of	strings	in	the	right	

circumstances	(Collins	2010,	80).	The	growing	awareness	of	these	procedures	by	our	culture	and	

society	was	complemented	with	notions	on	the	tacit,	which	begin	to	better	understand	what	it	is	

and,	to	some	extent,	how	it	works,	so	that	a	part	of	it	is	made	explicit.	We	can	consider	two	major	

facts:	firstly,	a	systemized	formulation	of	tacit	knowledge	in	reference	to	explicit	knowledge	(Collins	

2010);	 secondly,	 the	 evidence	 that	 tacit	 knowledge	 plays	 an	 extremely	 important,	 but	 often	
invisible	role	in	decision-making	and	science	production.	Collins	(2010)	explains	tacit	knowledge	as	

that	which	has	not	or	cannot	be	made	explicit	and	divides	it	into	three	categories	(weak,	medium	

and	strong),	 regarding	the	resistance	they	offer	 to	 the	process	of	being	made	explicit.	This	 is	of	

course	 a	 very	 important	 step,	 but	 it	 is	 a	 unidirectional	 one,	 and	 still	 not	 totally	 compelling:	 it	

approaches	the	tacit	from	the	exclusive	point	of	view,	ways,	means	and	distance	of	the	explicit.	

Among	music	 academics,	 the	 problem	 is	 that	 there	 often	 seems	 to	 be	 an	 almost	 schizophrenic	

dissociation	between	the	discursive,	academic	knowledge	with	which	they	deal	as	musicologists	and	

the	tacit,	action-based	knowledge	that	[they]	rely	on	as	performers	(Cook	2013,	23).	However,	and	

Cook	is	also	greatly	responsible	for	this	fact,	music	academia	is	taking	big	steps	towards	accepting	

the	importance	of	the	tacit.	And	this	is	important	because	what	is	still	missing	and	where	we	still	

have	a	long	way	to	go	is	exactly	in	finding	other	points	of	view	and	meaningful	research	practices	–	

complementing	 Collins’	 approach	 with	 many	 other	 divergent	 perspectives.	 The	 tacit	 is,	 by	

definition,	inaccessible	(to	different	extents),	but	it	is	our	aim	to	find	other	dimensions	related	to	

it,	other	vocabulary	and	other	strategies	that	could	somehow	give	expression	to	our	subject.	

	

2. finding	ways	to	method	
	

It	is	important	to	emphasize	that	there	was	not	a	previous	abstract	and	external	idea	stipulated,	

intended	 to	 be	 put	 in	 practice	 in	 this	 trilogy.	 On	 the	 contrary,	 the	 relations	 between	 the	

simultaneous	activities	of	the	creative	process,	bibliographical	research,	and	both	reflection	and	

self-reflection	 led	 to	 the	 creation	 of	 ideas	 and	 music	 approaches.	 One	 thing,	 however,	 was	

stipulated:	 that	 these	 relations	 between	 practices	 would	 have	 as	 starting	 point	 the	 corporeal	

approach	that	had	begun	to	be	developed	in	a	very	intuitive	way	in	TTLG.		

																																																								
10	Translation	by	 the	author:	 “tanto	da	exclusão	do	 ‘outro’	cultural	ou	étnico-cultural,	 como	também	e	sobretudo	da	
exclusão	do	outro	dentro	de	cada	um	de	nós,	isto	é,	daquele	outro	que	se	abriga	nas	profundezas	do	eu,	nas	regiões	do	
subconsciente	ou	do	inconsciente	–	esse	outro	(….)	não	se	deixa	captar	pelo	discurso	racional-reflexivo.”	
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Inevitably,	I	will	develop	my	investigation	in	a	kind	of	research	that	could	be	contextualized	within	

Borgdorff’s	 ‘research	in	the	arts’:	a	research	that	does	not	assume	the	separation	of	subject	and	

object,	and	does	not	observe	a	distance	between	the	researcher	and	the	practice	of	art.	Instead,	the	

artistic	practice	itself	is	an	essential	component	of	both	the	research	process	and	the	research	results	

(Borgdorff	2006,	6-7).	That	subject	and	object	are	assumed	as	not	being	separated	is	something	

that	will	be	explored	in	many	levels,	as	an	attempt	at	rendering	duality	concepts	and	ontologies	

inoperative,	both	from	a	research	perspective	and	in	an	artistic	approach.	The	fact	that	there	is	no	

clear	separation	of	subject	and	object,	researcher	and	practise	of	art,	artistic	practise	and	research	

results,	means,	in	this	case,	that	concepts	of	inside/outside	will	be	deconstructed	at	many	levels	

and	that,	distance,	as	we	will	see,	will	be	approached	as	an	inherent	feature	of	each	construct.		

	

In	 the	 kind	 of	 research	 and	 artistic	 practice	 I’ve	 been	 developing,	 where	 creative	 process	 and	

reflection	go	hand	in	hand,	the	possible	methodology	could	be	defined	as	M.	Tavares	puts	it:	
	

A	hesitant	advance:	here	is	a	method;	a	forward	movement,	not	in	a	straight	line,	but	in	a	kind	of	
enthusiastic,	exalted	line	that	goes	after	a	certain	intensity;	an	advance	that	no	longer	has	a	defined	
route,	but	a	forefelt	one,	a	route	that	is	constantly	being	called	into	question;	anyone	who	moves	
forward	hesitates	because	they	do	not	want	to	know	where	they	are	going	–	if	they	already	knew	it,	
why	would	they	go?	What	can	still	be	found	out	by	those	who	already	know	fate?	Hesitating	is	an	
effect	of	the	action	of	discovering;	only	those	who	have	already	discovered,	who	have	already	put	an	
end	to	the	investigation	process,	do	not	hesitate.	“My	doubts	form	a	system,”	wrote	Wittgenstein	11	
(Tavares	2013a,	26).	

	

	

It	is	relevant	to	acknowledge	the	importance	of	dimensions	of	the	tacit	even	in	the	methodology	of	

this	project	–	to	acknowledge	that,	often,	one	goes	after	a	certain	intensity	which	is	felt,	and	not	

after	a	specific	and	concrete	target,	and	often	not	for	a	specific	explainable	or	conscious	reason.	It	

is	moreover	crucial	to	acknowledge	the	relevance	of	intuition	and	the	affective	as	tacit	and	quite	

non-explainable	 driving	 forces	 that	 very	 often	 can	 bring	 one	 to	 the	 most	 significant	 sources,	

experiences	 and	 unpredicted	 connections	 –	 what	 could	 be	 called	 an	 exploratory	 approach	 in	

research.	Intuition	in	this	context	has	of	course	to	be	entangled	with	research	and	reflection:	some	

tacit	knowledge	can	be,	to	a	certain	degree,	made	explicit,	and	some	initial	intuitions	can,	through	

analysis	and	self-reflection,	be	rationally	understood	or	interpreted.	But	acknowledging	this	tacit	

and	ungraspable	realm	in	methodology	means,	most	of	all,	acknowledging	and	understanding	that	

																																																								
11	Translation	by	the	author:	Um	avanço	hesitante:	eis	um	método;	avançar,	não	em	linha	recta	mas	numa	espécie	de	
linha	exaltada,	que	se	entusiasma,	que	vai	atrás	de	uma	certa	intensidade	sentida;	avanço	que	não	tem	já	um	trajecto	
definido,	mas	sim	um	trajecto	pressentido,	trajecto	que	constantemente	é	posto	em	causa;	quem	avança	hesita	porque	
não	quer	saber	o	sítio	para	onde	vai	–	se	o	soubesse	já,	para	que	caminharia	para	ele?	Que	pode	ainda	descobrir	quem	
conhece	já	o	destino?	Hesitar	é	um	efeito	da	acção	de	descobrir;	só	não	hesita	quem	já	descobriu,	quem	já	colocou	um	
ponto	final	no	processo	de	investigação.	“As	minhas	dúvidas	formam	um	Sistema”,	escreveu	Wittgenstein.	
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one	 is	never	going	 to	 find	 this	 ‘unknown’	 (in	 terms	of	what	 finding	means	 for	us),	and	 that	 this	

exercise	will	 often	 require	 a	 suspension	 of	 the	 logic	 of	 sense.	We	will	 not	 be	 able	 to	 find,	 but	

hopefully	we	will	be	able	to	touch	(Nancy)	or	capture	(Massumi)	other	kinds	of	logic	that	can	help	

us	develop	strategies	for	dealing	with	this	complex	subject.		

Consequently,	in	this	approach,	there	is	no	objective	straight	line	possible,	only	the	possibility	of	an	

exalted	line	of	simultaneous	continuity	and	rupture,	its	points	of	connection,	but	most	of	all,	the	

abyss	of	disconnection,	its	invisible	trace,	shape	and	intensity	(in	Massumi’s	conception	of	affect	as	

intensity,	which	will	be	explored	later	on).	

	

Regarding	this	project,	method	implies	not	only	accepting	contradiction,	complexity	and	inherent	

conflicts	of	a	subject,	but	going	beyond	accepting	it	(in	what	could	be	a	passive	approach)	and	trying	

to	go	further,	touching	the	core	of	certain	conflicts,	deconstructing	and	re-constructing.	There	is	a	

Western	cultural	 tendency	 for	 trying	to	 find	one	clear	 theory	 immediately,	one	 formal	and	solid	

explanation,	 to	 which	 one	 can	 hold	 onto.	 This	 tendency	 seems	 nevertheless	 to	 the	 erase	 the	
complexity	of	the	conflicts	and	to	reduce	their	multiplicity	and	instability	into	a	subject	that	is	easier	

to	encompass,	something	which,	in	the	specific	case	of	this	research	project,	could	not,	at	any	rate,	

be	a	fruitful	methodology.	This	tendency	(for	the	explicit	to	superpose	the	tacit)	manifested	itself	

several	 times	 during	 this	 research	 process:	 it	 is	 highly	 seducing	 and	 tempting	 to	 try	 to	 find	 a	

structured	theory	that	can	explain	everything,	in	a	whole,	integrated	and	systematized	way.	But	in	

this	context,	the	conclusion	I	reached	every	time	was	that	choosing	clairvoyance	over	complexity	

inevitably	leads	to	an	amputation	of	meaning	and	an	erasing	of	dimensions.	In	this	way,	method	

requires	taking	the	time	and	not	taking	any	reductionist	shortcuts,	even	if	accepting	these	various	

layers	and	dimensions	of	a	phenomenon	makes	the	task	harder,	disperse	and	overwhelming.	As	M.	

Tavares	puts	it:	

	
Every	researcher	researches	because	they	are	lost	and	it	will	be	wise	not	to	have	the	illusion	that	they	
will	ever	not	be.	They	should,	by	the	end	of	research,	be	stronger.	Still	lost,	but	lost	with	more	weapons,	
more	arguments12	(Tavares	2013a,	38).	

	

	

It	is	therefore	important	to	find	and	obsessively	mark	the	possible	reference	points	in	our	trail:	not	

to	find	the	‘right	way’	(which	we	found	non-applicable	in	this	context)	but	to	better	deal	with	this	

redundant	fact	that,	between	them,	one	is	inevitably	lost	and	will	continue	to	be.	The	aim	is	to	find	

new	insights,	new	‘inlistenings’	for	dealing	with	the	overwhelming	gaps	in	our	matrix	of	references.		

	

																																																								
12	Translation	by	the	author:	Todo	o	investigador	investiga	porque	está	perdido	e	será	sensato	não	ter	a	ilusão	de	que	
deixará	de	o	estar.	Deve	sim,	no	final	da	sua	investigação,	estar	mais	forte.	Continua	perdido,	mas	está	perdido	com	mais	
armas,	com	mais	argumentos.	
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3. method	–	finding	reference	points	
	

	reference	I	–	main	questions,	main	outputs	of	this	research	project	
 
After	a	long	history	and	tradition	of	‘erasing’	the	body	in	WAM,	the	theme	of	the	body	emerged	as	

an	 important	 element	 of	 the	 musical	 approaches	 and	 discourses	 in	 the	 20th	 century	 post-war	

vanguards,	and	has	been	gaining	an	almost	ubiquitous	relevance	ever	since.	But	what	has	this	fairly	

recent	approach	really	meant,	and	what	kind	of	bodies	or	dimensions	of	the	bodies	are	taken	into	

account?	Most	of	the	time,	the	theme	of	the	body	still	seems	to	be	an	opaque,	 insurmountable	

subject,	 approached	 within	 the	Western	 perspective	 through	 the	 tools	 of	 the	 explicit	 and	 the	

measurable,	but	hardly	touched.	What	can	a	body	do?	What	kind	of	layers	are	to	be	found	within-

out,	beyond-before,	throughout-in,	that	make	it	unpredictable,	ungraspable?	How	can	we	possibly	

gain	 access	 to	 them?	Would	 it	 be	 possible	 to	 take	 them	 into	 the	 foreground	 through	 specific	

composition	 and	 performance	 strategies?	 In	 what	 terms	 can	 we	 bring	 them	 to	 the	 musical	

discussion?	

Touching	the	core	of	conflicts,	dichotomies	and	incisions	in	the	themes	of	the	body	and	music,	this	

research	project	tries	to	answer	these	questions	through	a	thesis	and	a	corpus	of	works,	Listening	

|	the	open,	trilogy	for	disruptive	bodies,	whose	reflection	will	produce	the	ideas	of	listening	|	the	

open	and	virtuosity.	
	

	

	reference	II	–	artistry	vs.	research	
	

It	is	necessary	to	clarify	what	is	possible	to	clarify,	for	instance,	that	regarding	the	specific	relation	
of	research	to	its	artistic	outcome,	it	is	important	to	note	that:	

	

- in	the	first	piece,	through	this	looking	glass	TTLG	(2010),	there	is	no	direct	impact	of	this	

research	in	the	artistic	output	since	the	research	was	done	a	posteriori;		

- in	the	second	piece,	 In	Praise	of	Disorder	 IPD/	Elogio	da	Desordem	(2013),	the	research	

begins	in	the	middle	of	the	artistic	process	and	has	a	spreading	impact	from	this	point	on;		

- the	third	piece,	Listening:	the	open	LTO/À	escuta:	o	aberto	(2016/	?),	is	the	only	one	whose	

creation	process	is	completely	entangled	with	this	research	project.	

	

	

There	are	other	‘non-musical	works’	belonging	to	this	multi-dimensional	research	project	that	

are	part	of	this	thesis	in	different	ways,	and	that	play	a	very	important	role	in	the	‘formulation’	

of	the	ideas	of	listening	|	the	open	and	virtuosity:	
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- Listening	|	the	open	(collection	of	fragments/poems,	2018)13	

- A	body	as	listening:	virtuosity	(collection	of	fragments/poems,	2019)14	

	

Apart	 from	 the	 trilogy,	 there	were	other	pieces	 that	 relate	 to	 this	 trilogy	but	which	will	 not	be	

presented	here:	

- Dentro	da	cabeça	nem	tudo	é	claro	[Inside	the	head	not	everything	is	clear]	(2014),	solo	for	

prepared	piano,	automat	creatures,	bells	and	sirens	installation,	noise	box;	visual	concept	

and	scenography	by	Rita	Sá.	Piece	for	children	five	and	up.	Commissioned	by	Fábrica	das	

Artes	(CCB)	for	Big	Bang	Festival;	

- Pássaro	da	cabeça	(2014),	recorded	tape	&	narrator.	Piece	commissioned	by	Miso	Music	

for	the	project	Contos	Contados	com	Som	(2014);	

- Paixão	e	folia	para	São	João	[Passion	and	folia	for	St.	John]	 (2018,	co-creation	with	Luís	

José	Martins)	with	Carlos	Guerreiro,	Eduardo	Raon,	Joana	Sá,	Luís	J.	Martins,	Nuno	Moura,	

Pedro	 Carneiro,	 Savina	 Yannatou,	 and	 children	 André	 Ferreira	 &	Matias	 Neves.	 Major	
project	commissioned	by	Maria	Matos	Theatre	for	the	last	concert	it	held	as	a	municipal	

theatre.		

	

	

4. method	–	main	strategies:	on	how	to	reach	the	ungraspable	body	

	
Overview	-	Cluster	I.,	II.	&	III.		
	
This	thesis	is	divided	in	three	clusters.	Rather	than	making	independent	and	linear	chapters,	I	chose	

to	agglomerate	several	different	approaches	in	the	clusters.	Bringing	matters	together,	 in	touch,	

forming	 a	 complex,	multi-dimensional	 and	 sometimes	 contradictory	 subject	 seemed	 to	me	 the	

most	suitable	strategy	for	the	required	task	and	subject.	 In	this	sense,	each	cluster	has	different	

objectives	and	strategies:		

	

- Cluster	 I	 is	an	attempt	at	 trying	 to	 reach	and	outline	our	subject	of	an	ungraspable	

body	 through	 different	 strategies	 and	 perspectives,	 beginning	 to	 sketch	 an	 idea	 of	

listening	|	the	open;		

- Cluster	II	brings	the	three	pieces	of	the	trilogy	together	in	order	to	explore	transversal	

features	and	relations	between	each	creation	process.	Continuing	to	explore	the	idea	

of	listening	|	the	open	in	different	perspectives,	it	develops,	at	the	end,	a	new	concept	
of	virtuosity;	

- Cluster	III	makes	an	immersion	in	each	solo,	analysing	how	each	piece	is	actualising	the	

relations,	features	and	concepts	discussed	in	clusters	I	&	II.	

																																																								
13	See	Chapter	(a	between),	Cluster	I.	
14	Cluster	III,	A	body	as	listening:	virtuosity.	A	first	version,	in	Portuguese,	A	‘escuta’	como	corpo:	virtuosismo,	was	
published	in	the	performance	arts	journal	Coreia	#1	(Sá	2019b)	
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On	Cluster	I	
	
To	reach	this	complex	ungraspable	body	we	will	adopt	and	combine	different	strategies	in	a	way	

that	can	resemble	the	methodology	of	‘criminal	police	investigation’.	We	will	go	after	the	invisible	

traces	of	the	‘ungraspable	body’	through	different	strategies	in	three	steps:	Incisions	in;	Dissections	
of;	The	body	as	its	outsider.	

	

In	I.	INCISIONS	IN	the	strategy	will	be	that	of	trying	to	get	closer,	through	semiotics,	only	to	find	the	

subject	 slipping	 through	our	 fingers,	 fruitfully	arriving,	however,	at	Barthes’	 collection	of	essays	

Music’s	Body	(Barthes,	1985).	As	a	method	we	will	use	the	critical	analysis	on	ontological	issues	of	

conceptions	of	music	in	Western	societies.	

	

In	 II.	DISSECTIONS	OF	the	strategy	will	be	the	opposite:	 instead	of	going	after	 the	 ‘ungraspable’	

body,	 the	 strategy	 will	 be	 one	 of	 ‘dissecting’	 and	 deconstructing	 the	 paradigms	 of	 virtuosity,	

carefully	analysing	how	discipline	and	different	social	rules	deal	with	this	ungraspable	body	through	

different	time	periods	and	aesthetics.	Again,	our	method	will	be	a	critical	analysis	of	different	ideals	

of	virtuosity;		

	

In	III.	THE	BODY	AS	ITS	OUTSIDER	the	strategy	will	be	one	of	finally	trying	to	touch	(Nancy)	or	capture	

(Massumi)	 a	 disruptive	 level	 of	 the	 body	 through	 different	 clusters	 of	 authors,	 multiple	 and	
fragmentary	 perspectives	 of	 philosophy,	music	 and	 artistic	 research.	 In	 spite	 of	 their	 having	no	

apparent	connection	between	them,	we	will	find	common	denominators	–	a	connection	to	Barthes’	

writings	on	Schumann’s	beating	body,	and	a	conception	of	the	body	that	calls	into	question	notions	

of	inside	and	outside,	encompassing	in	their	formulations	of	body(ies)	a	non-localised,	non-linear	

and	non-semiotic	but	situated	dimension	of	the	body.	
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fig.1	

CLUSTER	I		
	

INCISIONS	IN	|	DISSECTIONS	OF	\	THE	BODY	AS	ITS	OUTSIDER	
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I. INCISIONS	IN	
	

1. Choosing	incision/conflict	as	starting	point	
	

To	think	and	try	to	theorize	about	my	corporeal	approach	in	music	implies	trying	to	find	a	way	to	

reach	the	music-making	body	and	to	understand	its	position	and	role	in	the	creation	process,	as	

well	as	 its	relation	to	a	wider	musical	context.	 In	WAM	the	body	is,	 in	fact,	a	stage	for	conflicts,	

dichotomies	 and	 gaps/ruptures	 enveloped	 in	 different	 (and	 sometimes	 not	 so	 different)	

approaches	through	times.	In	my	musical	practice	the	driving	forces	come	from	and	go	towards	the	

edge	of	certain	critical	conflict	points,	touching	them	directly	–	with	the	body.	 It	tries	to	explore	

these	conflict	points	–	incisions	–	trying	to	deconstruct	them	through	different	perspectives,	and	

trying	to	create	other	possibilities	of	re-construction	of	the	bodies	through	them.	It	is	a	tendentially	

fragmentary	music,	I	could	even	say,	a	music	with	a	high	potential	for	breakdown,	focusing	on	this	

corporeal	potential	for	rupture,	more	than	on	a	narrative	realm.	In	order	to	understand	these	facts,	

a	brief	immersion	in	ontological	questions	of	both	music	and	body	in	our	Western	culture	will	be	

inevitable.		
	

	

2. Music	as	incision	and	contradiction	–	Houston,	we’ve	had	a	problem!	
	

Anthropogenesis	 is	 what	 results	 from	 the	 caesura	 and	 articulation	 between	 human	 and	 animal.	 This	

caesura	passes	first	of	all	within	man	(Agamben	2004,	79).	

In	reality,	the	passage	from	animal	to	man	(…)	was	produced	by	subtracting	an	element	(…)	that	instead	

was	presupposed	as	the	identifying	characteristic	of	the	human:	language	(Agamben	2004,	34).	

	
WAM	has	been	generally	characterised	in	our	society	and	explained	through	times	as	opposed	to	

spoken	language.	Its	ineffable	and	idealistic	character	is	regarded	as	what	is	beyond	reason,	logic	

and	 the	 explainable.	 This	 reasoning	 can	 draw	 to	 Plato’s	 conception	 of	 music	 as	 the	 only	 non-

mimetic	 art,	 but	 its	 formalisation	 gains	 a	 special	 strength	 in	 the	 Enlightenment,	 with	 Kant’s	

‘unspeakable	wealth’	(Kant	1914,	218)	and	Rousseau’s	theories	on	language	and	music	(Rousseau	

2012).	For	Rousseau,	music	is	seen	as	an	originary	‘proto-language’	that	allows	him	to	posit,	(….),	

the	anthropological	missing	link	that	connects	semiotics	to	origins,	culture	to	nature,	and	man	to	

animal;	the	origin	of	the	origin	of	culture	(Hickmott	2015,	485).	For	Agamben	this	‘anthropological	

missing	link’	is	the	most	problematic	rupture	of	our	Western	culture	and	thinking,	the	core	of	every	

other	conflict:	a	liminal	space	where	man	suspends	and	erases	its	animality/otherness	to	create	an	

exception	zone	–	an	idea	of	humanity.	

This	general	tendency	of	Western	philosophy	to	proceed	as	if	music	held	a	metaphysical	valence	in	

excess	of	the	usual	mediators	of	language,	culture,	and	history	(Scherzinger	2012,	350),	was	recently	
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conceptualized	as	sonotropism	(Scherzinger),	and	is	being	more	carefully	analysed	by	a	number	of	

studies	that	focus	on	how	Western	philosophy	(and,	consequently,	Western	culture	in	general)	deal	

with	the	subject	of	music	through	times.	The	fact	is	that	the	philosophical	discourse	about	music	

today	is	still	very	often	entangled	with	an	ontology	of	music	rooted	in	this	immaterial	and	ineffable	

essence	and/or	natural	order.	Although	many	things	have	changed	and	challenged	this	conception	

in	recent	decades	–	with	new	cognition;	psychology	and	philosophy	theories	based	on	embodied	

theories;	 the	 research	 on	 musical	 gesture;	 new	 kinds	 of	 musical	 practises	 that	 defy	 these	

conceptions,	 etc.	 –	 this	 tendency,	 formulated	 in	 very	 different	 ways	 by	 different	 authors,	 still	

prevails.	The	problem	of	this	formulation	and	occularcentric	point	of	view	is	that	approaching	music	

as	a	beyond	does	not	permit	us	to	go	further,	to	find	ways	of	dealing	with	its	complexity:	music	is	

then	a	cloud	of	fog	with	no	layers	or	dimensions	to	find	or	search	for	–	the	cloud	is	homogeneous,	

opaque,	 inoperative.	 The	 difference	 between	 perceiving	 an	 affective	 dimension	 in	 music	 and	

approaching	 music	 as	 standing	 for	 the	 affective	 is	 an	 abyssal	 one.	 Sonotropism	 erases	 the	

multiplicity,	 complexity	 and	 diversity	 intrinsic	 to	WAM,	 not	 to	mention	 the	 inherent	 discipline,	
method,	organization	in	social	roles,	institutions,	etc.	It	hides	the	fact	that,	in	a	way,	the	realm	of	

WAM	folds	in	itself	and	in	a	different	scale	and	space	the	whole	structure	of	relations	described	

above	between	language	and	music.	From	my	musician’s	perspective	I’m	tempted	to	say	Houston,	

we’ve	had	a	problem…		

It	is	not	quite	a	metaphor	to	say	that	WAM	infolds	in	itself	(in	its	relation	between	notation	and	

performance)	the	whole	structure	of	relations	described	between	language	and	WAM,	which,	in	a	

way,	reflects	the	conflict	between	the	explicit	and	the	tacit.	In	fact,	from	a	certain	perspective,	this	

is	what	Performance	studies	in	music	have	been	trying	to	bring	to	the	foreground	for	some	time	

now:	that	notation,	the	written	dimension	of	music	gained	such	an	idealistic	aura	in	relation	to	the	

performative	practice,	to	‘actual	music’,	that	it	became	itself	the	greatest	‘authority’	in	music.	The	

score	became	the	highest	representative	of	the	musical	idea	and	obtained	the	character	and	status	

of	the	‘authentic’.	At	the	same	time,	this	status	brought	forth	the	 idea	of	 ‘structure’	as	a	higher	

parameter	in	music,	as	a	way	to	provide	the	unity	of	the	‘work’,	and	reinforcing	this	idea	of	‘work’	

as	 a	 stable,	 closed	 and	 meaningful	 ‘unity’	 and	 ‘identity’.	 WAM	 developed	 a	 highly	 moral,	

authoritative	and	hierarchical	discourse	based	on	ideals	of	faithfulness,	authenticity	and	discipline	

of	the	body,	duty	of	the	performer	towards	the	‘idea’	of	the	composer	–	the	‘musical	work’	–	which	
was,	 in	turn,	represented	by	the	written	score.	 It	 is	probably	the	art	 form	where	this	moral	and	

authoritative	speech	had	its	longest	and	strongest	imposition.	It	is	surprising,	therefore,	that	all	of	

these	facts	and	relations	seem	to	be	the	exact	opposite	of	the	idealistic	speech	that	philosophy	has	

about	music.	However,	these	seemingly	completely	incompatible	discourses	co-exist	in	our	society	

and	daily	lives,	the	same	way	as	musicians	and	non-musicians	do:	they	are	in	fact	the	reversed	coin	

of	a	same	reality.	As	Scherzinger	asks:	Does	music’s	non-referential	excess	hold	out	the	promise	of	

political	 hope,	 utopia,	 becoming,	 attunement,	 deconstructive	 resonance,	 productive	 forgetting,	

transformation,	 and	 so	 on?	Or	 does	 its	 lack	 of	 specificity	 bring	down	a	 curse	 thereby	 efficiently	

functioning	as	the	ideological	ruse	for	such	transformation	and	hope?	(Scherzinger	2012,	350).	
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We	could	probably	summarise	our	Western	contradictory	conception	of	Music	as	both	an	excess	

and	 a	 lack	 of,	 and	 this	 could	 be	 regarded	 as	 a	 very	 ambiguous	 kind	 of	 imprisonment	 –	 an	

imprisonment	as	suspension	outside,	in	an	ideal,	immaterial,	insubstantial	and	incongruent	realm.	

Bringing	 Agamben’s	 ideas	 to	 this	 context,	 one	 could	 say	 that	 the	 anthropological	machine,	 the	

machine	that	incises	the	critical	rupture,	or	the	abyssal	line	(Sousa	Santos),	operates	incisively	and	

precisely	in	WAM,	creating	the	exception	zone	–	the	seemingly	strict	discipline	of	the	body	intends	

to	suspend	and	erase	the	other,	in	order	to	create	a	distance,	a	detachment.	It’s	the	stirring	apart	

of	the	machine:	music	turns	into	an	ideal	of	sublime,	of	purity,	of	the	unnatural	providing	natural	

harmony	 –	 affording	 its	 connection	with	 the	 living	world	 through	 the	minds	 of	 few	 designated	

geniuses,	the	mediators	between	the	two	dimensions.	And	this	cult	of	the	genius,	which	had	its	

apogee	 in	 the	Romantic	 era,	 prolonged	 its	 existence	 through	 time	and	anti-romantic	 aesthetics	

through	contemporary	and	new	music.	As	Lachenmann	puts	it,	even	now,	the	composer	is	seen	as	

a	 recognized	 prophet,	 object	 of	 pity	 and	 astonishment	 in	 his	 desert	 of	 desperate	 cacophonies15	

(Lachenmann	2000,	118).	And	again,	this	two-sided	and	contradictory	view	of	the	composer:	on	the	
one	side	the	pity	for/the	lack	of	and,	on	the	other,	the	other	the	astonishment/the	excess	of.		

3. Shortcuts	through	semiotics	and	semiology	
	

In	Shortcuts	through	semiotics	and	semiology	we	will	analyse	three	kinds	of	incisions:	in	3.1	we	will	

briefly	 analyse	 the	 incision	between	 language	and	music	 through	 two	 specific	 and	 recent	 cases	

(George	 Steiner	 and	 Jean-Luc	Nancy),	 trying	 to	understand	 some	 semiotic	 resonances	 from	 the	

past;	in	3.2	we	will	analyse	the	incision	in	the	music	subject,	Barthes’	claim	for	a	second	semiology	

and	his	notion	of	somathemes;	 in	3.3	we	will	analyse	how	the	incision	in	the	subject	of	music	 is	

itself	an	incision	in	the	body.	We	will	also	try	to	understand	how	these	two	last	incisions	are	of	a	

different	type	or	a	different	order	of	incision	that	begins	to	call	into	question	notions	of	inside	and	

outside	of	the	body.		

Trying	to	find	our	subject	through	these	semiotic	and	semiologic	perspectives,	we	will	feel	it	slipping	

through	our	fingers.	Nonetheless,	these	perspectives	might	help	us	understand	its	slippery	nature	

clearer,	and	they	will	open	up	to	Barthes’	fruitful	image	of	beating	body	and	concept	of	somatheme.	

	
INCISION	I	–	Music	as	a	beyond	(language):	Sonotropism	
	

In	the	difficult	process	of	finding	concrete	elements	to	hold	onto	and	beginning	to	outline	an	idea	

related	with	my	music	practice	and	research,	 there	was	one	strong	 intuition/conviction,	coming	

from	my	musical	practice,	that	stood	out.	It	had	to	do	precisely	with	an	idea	of	intensification	of	the	

listening	sense,	or	better,	an	intensification	beyond	the	listening	sense	itself,	one	which	seemed	to	

be	related	with	the	specific	corporeal	experiences	both	in	TTLG	and	IPD.		

																																																								
15	Translation	by	the	author:	comme	prophète	reconnu,	objet	de	pitié	et	d’étonnement	dans	son	désert	de	cacophonies	
désespérées.	
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Two	recent	books	by	two	living	philosophers	–	Jean-Luc	Nancy	(2002)	and	George	Steiner	(2011)	–	

focused	on	the	subject	of	‘listening’,	trying	to	step	back	from	the	general	occularcentric	point	of	

view	in	order	to	find	other	possible	perspectives	in	philosophy	through	‘listening’.	Their	different	

approaches	to	‘listening’	as	a	kind	of	intensification	(Nancy	2002,	17)	set	my	initial	fascination	and	

enthusiasm	 for	 immersing	 in	 these	 essays.	 The	 two	 books	 seemed	 to	 offer	 a	 very	 fruitful	

philosophical	input	for	my	research	and	they	have,	in	fact,	brought	many	useful	insights.	But	the	

inclusion	of	music	in	the	discourse,	which	I	initially	regarded	as	a	highly	motivating	factor,	turned	

out	 to	 be	 quite	 disappointing,	 since	 both	 discourses	 revealed	 to	 still	 be	 stuck	 to	 a	 problematic	

sonotropic	conception	of	music	in	opposition	to	language.	We	shall	immerse	briefly	in	this	matter,	

bringing	 to	 the	 foreground	 the	 specific	 articulations	 between	music	 and	 language	 in	Nancy’s	À	

L’écoute/Listening	(2002)	and	Steiner’s	Poetry	of	thought	–	From	Helenism	to	Celan	(2011).	We	can	

start	 by	 acknowledging	 that	 the	 initial	 claim	presented	by	 these	 two	different	 discourses	 has	 a	

common	starting	point:	their	premise	acknowledges	the	limits	of	philosophy,	or	simply	the	limits	of	

our	understanding	as	intimately	related	with	an	incapacity	for	listening	or	for	stretch	the	ear/tender	
l’oreille	(Nancy)	and	an	incapacity	for	listening	closely	(Steiner):	Nancy’s	statement	points	out	that	

the	constant	formulation	of	ideas	through	language	discharges	the	listening	function	and	reduces	

possibilities	of	meaning.	Both	present	their	completely	different	essays	as	an	attempt	at	thinking	

through	 this	 listening	perspective,	 trying	 to	get	away	 from	the	usual	occularcentric	perspective.	

Nancy	opens	his	essay	in	this	way:	
Assuming	that	there	is	still	sense	in	asking	about	the	limits,	or	about	some	limits,	of	philosophy	(…)	
we	will	ponder	this:	Is	listening	something	of	which	philosophy	is	capable?	(….)	Isn’t	the	philosopher	
someone	 who	 always	 hears	 (and	 who	 hears	 everything),	 but	 who	 cannot	 listen,	 or	 who,	 more	
precisely,	neutralizes	listening	within	himself	so	that	he	can	philosophize?	(Nancy	2007,	1).	

	

Steiner	approaches	 the	 same	philosophical	problem	 in	acknowledging	 intuitions	 that	one	 is	not	
capable	of	putting	into	words	and	that	language,	with	its	performative	means	of	disposing	words,	

syntax	modes	and	punctuation,	is	not	capable	of	accessing.	Bearing	to	these	questions	he	compares	

language	with	music,	asking	the	emblematic	question	Is	there	in	some	kindred	sense	“a	poetry,	a	

music	 of	 thought”	 deeper	 than	 that	which	 attaches	 to	 the	 external	 uses	 of	 language,	 to	 style?	

(Steiner	2011,	11),	and	ends	the	preface	of	his	book	with	the	statement:	this	essay	is	an	attempt	to	

listen	more	closely	(idem,	13).	The	first	chapter	starts	then	with	the	sentence	We	do	speak	about	

music	(idem,	15)	and	exposes	the	problematic	of	speaking	about	music	in	the	following	terms:	

	
To	speak	of	music	is	to	foster	an	illusion,	a	“category	mistake”	as	logicians	would	put	it.	It	is	to	treat	

music	as	 if	 it	was	or	was	 very	 close	 to	natural	 language.	 It	 is	 to	 transfer	 semantic	 realities	 from	

linguistic	to	a	musical	code.	Musical	elements	are	experienced	or	classified	as	syntax	(idem).	

	

Steiner	 then	 exposes	 this	 problematic	 through	 a	 comparative	 analysis	 of	 music	 and	 spoken	

languages	and	abstract	ones	(mathematics,	geometry).	Not	wanting	to	immerse	in	the	details	of	

this	 formulation,	 what	 I	 find	 important	 to	 bring	 to	 the	 foreground	 to	 this	 context	 is	 that	 the	
articulation	music/language	of	Steiner’s	discourse	touches	(with	slight	variants)	the	utterances	of	
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the	canonical	musicological	semiotics.	These	canonical	utterances	are	then	usually	established	and	

discussed	 around	 the	 following	 axis:	 music	 seen	 as	 universal	 language	 as	 opposed	 to	 natural	

language;	music	seen	as	a	language	with	syntax	and	no	semantics;	the	impossibility	of	translation	

of	music	 in	opposition	to	 language;	music	as	not	requiring	a	specific	decoding	(except	 in	certain	

cases);	the	impossibility	of	lying	through	music;	and	some	new	important	scientific	evidence	on	the	

perception	of	music	vs.	perception	of	language	regarding	the	difference	in	immediacy/instantaneity	

of	its	reception	at	psychic,	nervous	and	visceral	levels.	
	

Nancy,	in	turn,	makes	a	similar	statement	to	that	of	Steiner,	where	sound	is	regarded	as	not	being	
able	to	match	the	realm	of	logics	or	the	intelligible	as	well	as	other	domains:	figure	and	idea,	theatre	

and	 theory,	 spectacle	 and	 speculation	 suit	 each	 other	 better,	 superimpose	 themselves	 on	 each	

other,	even	can	be	substituted	for	each	other	with	more	affinity	than	the	audible	and	the	intelligible,	

or	the	sonorous	and	the	logical	(Nancy	2007,2).	He	then	proceeds	on	discussing	music	as	a	‘lesser’	

language,	 that	 brings	 the	 syntactic	 without	 semantics	 (idem,	 34),	 and	 a	 directionality	 and	

sequentiality	disconnected	from	signification,	quoting	Pierre	Schaeffer’s	claim	that	the	only	possible	

introduction	of	language	into	music	is	that	of	conjunctions.	(Schaeffer	in	Nancy	2007,	34).		

	

These	 sonotropic	 conceptions	 resonate	 former	 ideas	 and	 formulations,	which	 are	 linked	 to	 the	

traditional	study	of	semiotics	and	which	could	be	partially	traced	back	to	French	structural	linguist	

Émile	Benveniste,	who	approached	music	as	a	language	with	a	syntax	but	no	semiotics	(Assis	2018,	

159).	 Following	 this	 idea,	 it	 might	 be	 meaningful	 to	 call	 forth	 Julia	 Kristeva’s	 multidisciplinary	

“discipline”	of	semanalysis,	that	brings	semiotics	and	psychoanalysis	together.	In	La	révolution	du	

language	poétique	(1974),	Kristeva	proposes	two	kinds	of	text	layers:	the	phenotext,	corresponding	
to	the	notable	realm	of	the	text,	 the	realm	of	the	signifier,	and	 the	“genotext”,	a	non-linguistic,	

process-driven	 field	 of	 drive	 energies	 (from	 the	 unconscious)	 that	 precedes	 and	 originates	 the	

phenotext.	(Assis	2018,	165).	According	to	Kristeva,	the	genotext	reveals	transfers	of	drive	energy	

that	‘can	be	detected	in	phonematic	devices	(such	as	the	accumulation	and	repetition	of	phonemes	

or	rhyme)	and	melodic	devices	(such	as	intonation	and	rhythm’	(Kristeva	in	Assis	2018,	165).	For	the	

pulsional	 and	 non-symbolic	 substract	 of	 genotext,	 Kristeva	 gives,	 however,	 another	 possible	

designation	–	that	of	music	of	language.	On	the	one	hand,	she	opens	a	complete	new	insight	to	the	

realm	semiotics,	and,	on	the	other,	her	formulation	continues	to	operate	a	sonotropic	perspective:	
indifferent	 to	 language,	 enigmatic	 and	 feminine,	 this	 space	 underlying	 the	 written	 is	 rhythmic,	

unfettered,	irreducible	to	its	intelligible	verbal	translation;	it	is	musical,	anterior	to	judgment,	but	

restrained	by	a	single	guarantee:	syntax”	(Kristeva	in	Assis	2018,	183,	author’s	underline).	

Steiner’s	formulation	of	music	of	thought	echoes	this	idea	of	music	of	language,	in	which	phenotext	

is	associated	with	spoken	language	and	genotext	with	music.	Music	is,	in	these	contexts,	as	Tolbert	

states,	 ‘elided	with	 the	 subordinate	 term	 in	 oppositions	 such	 as	 culture/nature,	 human/animal,	

mind/body,	 or	 reason/emotion.	 Implicit	 in	 music’s	 feminization	 is	 its	 opposition	 to	 language,	

exhibiting	 qualities	 such	 as	 non-referentiality,	 syntax	 without	 semantics,	 pure	 form,	 the	 music	

“itself”
	
Western	thought’s	logocentric	emphasis	on	voice	(and	the	materiality	of	sound)	as	presence,	
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has	 the	 corollary	of	 also	privileging	 ‘referential	meaning	 [.	 .	 .	 and]	metaphorical,	 as	opposed	 to	

metonymic	 thinking’.
	 (Tolbert	 in	Hickmott	 2015,	 487).	 The	 fact	 that	 music	 is	 conceived	 in	 this	

‘lesser’,	emotional	and	‘feminine’	point	of	view,	makes	it	a	problematic	subject	to	deal	with:	music	

is	equated	in	this	context	with	an	unutterable,	a	beyond.	I	initially	saw	the	fact	that	the	subject	of	

music	itself	was	brought	to	the	formulations	of	Nancy	and	Steiner	as	very	exciting	and	helpful	for	

my	 research.	 However,	 it	 turned	 out	 to	 be	 the	 opposite:	 in	 this	 equation,	 music	 was	 the	

ungraspable,	presented	as	the	opaque	cloud	–	and	one	cannot	go	through	a	beyond	and	find	a	path	

or	paths.	

	

But	we	shall	not,	at	any	rate,	‘throw	the	baby	out	with	the	bath	water’:	although	the	inclusion	of	

music	 in	 Nancy’s	 listening	 formulation	 can	 be	 considered	 controversial16,	 it	 is	 an	 extremely	

interesting,	 fruitful	 and	 even	 highly	 poetic	 perspective,	 that	will	 be	 approached	 in	 this	 context	

further	on	and	that	will	be,	in	many	ways,	ubiquitous	to	the	unfolding	of	this	thesis	and	research	

project.	Nancy	formulates	a	perspective	on	listening	that	abolishes	the	dualistic	conceptions	of	the	
subject	as	listener,	and	sound/music	as	listening	object	and	establishes	listening	as	a	subject	itself.	

On	the	other	hand,	Steiner’s	proposal	is	also	a	very	interesting	one,	and	also	the	reason	why	it	was	

brought	 to	 this	 context.	His	 approach	gets	 closer	 to	our	 idea	of	 a	 ‘criminal	police	 investigation’	

through	a	listening	perspective:	as	if	through	the	effort	of	listening	more	closely,	one	could	find	the	

traces	of	a	non-semiotic	modulation	(what	Steiner	calls	music),	shaping	the	discourse	of	various	

philosophers’	writings	over	a	vast	period	–	from	Helenism	to	Celan	–	through	the	dimension	of	style.	

But	Steiner’s	idea	of	musicality	of	discourse	seems	then	to	be	close	to	an	idea	of	corporeality	of	

writing.	Listening	as	an	intensifying	perspective	to	go	after	these	corporeal	traces	(more	than	an	

idea	of	‘musicality’)	was	the	seductive	factor	that	established	a	relation	with	what	I	was	trying	to	

develop	in	my	own	artistic	practise.		

	

INCISION	II	–	Music	–	Barthes’	first	semiology	vs.	second	semiology	/	the	somathemes	
	

In	order	to	go	through,	to	find	a	way	to	deal	with	music	as	a	concrete	multidimensional	realm,	we	

must	start	with	an	immersion	on	Barthes’	writings	on	music	and	on	Schumann.	In	the	collection	of	

essays	Music’s	Body,	Barthes,	the	philosopher,	semiologist	and	amateur	pianist,	incises	the	cloud	

and,	 recognizing	 Kristeva’s	 influence,	 acknowledges	 similar	 levels	 of	 phenotext	 and	 genotext	 in	

music.	 At	 a	 first	 instance,	 and	making	 reference	 to	 Schumann’s	 music,	 he	makes	 a	 distinction	

between	music	of	different	orders:	the	one	you	listen	to,	and	‘musica	pratica’,	the	one	you	play.	

This	distinction	is	already	hinting	at	what	he	will	acknowledge	later	on	–	in	the	essay	The	Grain	of	

																																																								
16	 The	 aspects	 most	 often	 presented	 as	 controversial	 are	 precisely	 its	 sonotropic	 perspective	 and	 the	 fact	 that	 the	
complexity	of	thought	is	sometimes	illustrated	by	musical	examples	that	are	quite	tonal	(like	timbre)	and	cannot,	from	a	
musical	point	of	view,	encompass	the	complexity	of	thought	that	is	being	developed	(e.g.	Hickmott	2015).	On	the	other	
hand,	some	features	of	the	formulation	of	corps	sonore	are	being	called	into	question	by	feminist	points	of	view	(e.g.	
Janus	2011)	and	should	be	taken	in	consideration.	
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the	Voice	–	as	the	splitting	of	music	subject	in	the	two	realms	of	pheno-song	and	geno-song:	

The	‘pheno-song’	(…)	covers	all	the	phenomena,	all	the	features	which	derive	from	the	structure	of	the	sung	

language,	from	the	coded	form	of	the	melisma,	the	idiolect,	the	composer,	the	style	of	interpretation:	in	short,	

everything	which,	in	the	performance,	is	at	the	service	of	communication,	of	representation,	of	expression:	

what	is	usually	spoken	of,	what	forms	the	tissue	of	cultural	values	(…)	,	what	is	directly	articulated	around	the	

ideological	 alibis	 of	 a	 period	 (an	 artist’s	 “subjectivity,”	 “expressivity”,	 “dramaticism,”	 “personality”).	 The	

‘geno-song’	is	the	volume	of	the	speaking	and	singing	voice,	the	space	in	which	the	significations	germinate	

“from	within	the	language	and	in	its	very	materiality”;	this	is	a	signifying	function	alien	to	communication,	to	

representation	 (of	 feelings),	 to	 expression;	 it	 is	 that	 culmination	 (or	 depth)	 of	 production	 where	 melody	

actually	‘works	on’	language—not	what	it	says	but	the	voluptuous	pleasure	of	its	signifier-sounds,	of	its	letters	

(…)	Genosong	is,	in	a	very	simple	word	which	must	be	taken	quite	seriously:	the	‘diction’	of	language	(Barthes	
1985,	270-71).	

That	both	a	level	of	the	signifier	(as	subjective,	cultural,	intentional)	and	a	pusaltional	level	(which	

is	outside	the	law,	beyond	the	personal	or	subjective	scope)	belong	to	the	realm	of	music	make	it	

far	richer	and	encompassing:	music	 is	not	regarded	as	a	beyond	or	an	intangibility	of	something	
else	 (language,	 etc)	 but	 it	 is	 approached	has	 having	 itself	 a	 concrete,	 organised	 and	 structured	

dimension	(level	of	signifier)	and	another,	ungraspable,	one	(the	pulsational	level,	or	the	level	out	

of	law).		

Paulo	de	Assis	stresses	that	this	split	subject	is	not	a	dualism,	for	there	seems	to	be	a	continuous	

movement	 between	 both	 layers,	 which	 are	 mutually	 dependent.	 This	 movement	 and	 friction	

between	both	layers	seem	to	be	responsible	for	this	possibility	of	approaching	the	level	outside	the	

law	not	as	a	beyond,	but	as	an	ungraspable	realm	which	is	part	of	the	reality	of	the	music.	This	is	

something	 that	makes	 this	 incision	 in	 the	music	 subject	 of	 a	 different	 order	 than	 the	 previous	

incision	between	music	and	language,	and	sonotropic	perspectives	on	music:	it	begins	to	call	into	

question	notions	of	inside	and	outside,	because	the	pulsational	level	(as	outside)	is	regarded	as	an	

inside	of	the	music	realm.	Barthes	conceives	the	contact	of	both	layers	as	a	specific	space,	a	space	

where	they	tend	to	touch	one	another,	in	friction,	formulated	as	the	grain	of	the	voice	–	the	body	

in	 the	 singing	 voice,	 in	 the	 writing	 hand,	 in	 the	 performing	 limb	 (Barthes	 1985,	 276).	 Barthes	

expands	 on	 these	 ideas	 in	 Rasch,	 the	 famous	 essay	 on	 his	 experience	 of	 playing	 Schumann’s	

Kreisleriana:	

	
I	actually	hear	no	note,	no	theme,	no	contour,	no	grammar,	no	meaning,	nothing	which	would	permit	

me	to	reconstruct	an	intelligible	structure	of	the	work.	No,	what	I	hear	are	blows:	I	hear	what	beats	

in	the	body,	what	beats	the	body,	or	better:	I	hear	this	body	that	beats	(Barthes	1985,	299).	

	

He	 ends	 up	 seeking	 a	 second	 semiology	 in	 music,	 one	 that	 could	 deal	 with	 the	 dimension	 of	

signifying,	geno-song,	and	of	this	beating	body,	while	a	first	semiology	would	deal	with	the	system	

of	notes,	scales,	tones,	chords,	and	rhythms	(idem,	312).	Barthes	cries	out	loud:	no	more	grammar,	

no	more	 issuing	 from	 professional	 analysis	 –	 identification	 and	 arrangement	 of	 ‘themes’,	 ‘cells,	

‘phrases’	–	it	risks	bypassing	the	body	(idem,	307).	This	new	semiology	would	open	a	new	path	to	
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another	field	of	potentialities	acting	in	music	through	the	emergence	of	desire,	the	production	of	

new	agencies	of	musical	signifying	(forces,	energy,	power)	that	are	situated	both	before	and	beyond	

linguistically	 determinable	 signification	 (analysis,	 harmony,	 themes,	 cells,	 phrases)	 (Assis	 2018,	

169).	 But	 what	 is	 particularly	 compelling	 and	 intriguing	 in	 this	 essay	 is	 the	 introduction	 of	 the	

concept	of	somatheme,	which	Paulo	de	Assis	 tries	 to	bring	out	 in	a	multidimensional	approach,	

dealing	with	the	realms	of	music,	linguistics,	and	psychoanalysis	(Assis	2018,	159).	

The	 name	 somatheme	 is	 only	 mentioned	 once	 by	 Barthes,	 but	 it	 is	 described	 in	 different	

perspectives	mostly	as	figures	–	both	musical	figures	and	figures	of	the	body.	Regarding	the	split	

subject,	these	figures	relate	to	the	concept	of	grain,	but	perhaps	having	a	more	explicitly	moving	

character,	acting	between	layers	of	geno-song	and	pheno-song:	they	emerge	from	geno-song,	but	

are	in	continuous	movement,	back	and	forth,	in	friction	between	both	layers,	making	sudden,	subtle	

and	almost	unperceivable	appearances	in	the	realm	of	the	visible	and	of	signifier.	They	make	the	

beats	and	the	blows	and	this	body	that	does	not	‘stay	in	place’	(Barthes	1985,	300),	that	does	not	

assume	 meditation’s	 bearing,	 infinite	 persistence	 and	 faint	 posture	 of	 subsidence	 (idem).	 The	
somathemes	do	not	simply	relate	to	the	metaphorical	musical	gesture,	but	fundamentally	include	

the	physical	gesture	as	well	(Assis	2018,	168).	The	somatheme	is	a	continuous	movement	between	

both	 musical	 layers,	 an	 incision	 in,	 before	 and	 beyond	 the	 music-making	 body,	 regarded	 as	

pulsation.		

INCISION	III	–	Barthes’	beating	body	
	
Implicit	to	the	concept	of	a	beating	body	is	the	claiming	for	a	level	of	the	body	beyond	signification,	

but	within	the	realm	of	the	body:	a	level	that	can	be	felt	and	leave	its	trace	or	mark	in	the	music,	

but	which	cannot	be	recognizable	in	the	score.	This	formulation	implies	not	assuming	the	body	as	

a	beyond	the	signifier,	as	the	opaque	subject,	as	that	which	does	not	permit	us	to	deal	with	it	in	any	

way.	As	D’Errico	points	out:	

Roland	 Barthes	 (1985b)	 seems	 to	 suggest	 that,	 as	 there	 are	 two	 mutually	 dependent	 yet	 non-

conformable	levels	in	a	musical	text,	such	non-	binary	duplicity	can	also	be	present	in	the	body.	The	

body—the	 human	 body,	 the	 body	 of	 the	 performer—must	 not	 be	 naively	mistaken	 for	what	 lies	

beyond,	 or	 before,	 sign	 systems.	 (…)	 Barthes’s	 text	 seems	 to	 hint	 at	 the	 existence	 of	 a	 “first	

semiology”	also	of	the	body:	a	body	that	is	codified,	organised,	anatomical	(D’Errico	2018,	129).	

Although	Barthes	does	not	explicitly	mention	so,	 it	becomes	obvious	that	what	he	calls	the	first	

semiology	in	music	implies	this	disciplined	body	in	matters	of	technique,	of	knowing	both	cultural	

and	social	codes,	and	of	having	the	tools	for	the	intentional,	and	the	expressive.	This	body	tries	to	

create	a	wholeness	out	of	the	multiple	self,	through	the	movement	of	‘pulling	together’.		

The	pulsional,	non-semiotic	and	non-organised	body,	instead	of	being	divisible	in	single	units,	or	
collectable	in	a	wholeness,	is	a	body	as	dispersion.	But	this	pulsional	body	is	no	longer	regarded	as	

the	total	unbridgeable	beyond.	A	certain,	subtle	tangibility	is	assigned	by	Barthes	to	this	‘intangible’	
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body	through	the	concept	of	somathemes,	brought	forth	as	 images:	How	would	I	utter	my	body	

except	 in	 images?	 (Barthes	 1985,	 307).	 Assis	 reinforces	 the	 fact	 that	 these	 images	 should	 be	

interpreted	in	the	sense	of	Freud’s	imago,	un	unconscious	object-representation,	which	can	be	an	

image,	but	also	an	emotion,	a	feeling,	a	behaviour	(Assis	2018,	168).	But	we	could	argue	that	these	

images	have	a	sudden,	rasch	character:	although	some	might	sound	descriptive,	they	are	glimpses	

or	sudden	glances,	as	images	that	cannot	really	render	a	whole	picture.	Barthes	gives	us	fourteen	

examples	of	the	somathemes	that	could	again	be	brought	up	as	images	of	the	out	of	law	level	of	

the	music	and	of	the	body,	and	which	he	presents	as	both	musical	figures	and	figures	of	the	body.	

These	 figures	 are	 (Barthes’)	 writing	 fragments,	 relating	 to	 Schumann’s	 tempo	 indications	 in	

Kreisleriana	 score.	 Assis	 compiled	 the	 fourteen	 somathemes	 in	 the	 following	 assemblage,	 a	

collection	of	images	of	this	body	out	of	law:	

something	begins	moving	(not	too	fast),	

something	stirs	without	direction,	

like	shifting	branches,	

like	a	rustling	agitation	of	the	body	

something	wakens,	rises,	lifts	itself		

(like	a	mast,	an	arm,	a	head),		

something	provokes,	irritates	

(and	of	course:	something	gets	a	hard-on)		

you	take	yourself	deep	inside,	

you	collect	yourself	at	the	limit	of	this	depth,	

your	body	is	internalized,	loses	itself	inside,		

toward	its	own	land	

you	conceive	yourself	in	a	limit	state;		

by	dint	of	inwardness,	inside	turns	around,	

as	if	there	were	an	outside	of	the	inside,	

though	this	were	not,	still,	the	exterior	

it	stirs,	it	throbs	so	powerfully	that	

it	might	even	crack	

—but	doesn’t	crack	

directed	speed,	exactitude,	precise	rhythm	.	.	.	,	

rapid	strides,	surprise,	

the	movement	of	a	serpent	through	leaves.17	

Assis	 claims	 that	 the	 “possibility	 of	 delirium”	 (Barthes	 1985f,	 309)	 and	 the	 centrality	 of	 desire	

production	could	become	central	functions	and	categories	for	music	production	and	reception.	Such	

openness	to	pulsional	energies	would	carry	a	“revolutionary”	potential,	allowing	for	a	completely	

																																																								
17	Rearrangement	by	Paulo	de	Assis	of	fragments	from	Roland	Barthes’s	essay	Rasch	(Barthes	1985,	310–11),	relating	to	
Robert	Schumann’s	tempo	indications	in	Kreisleriana	(Bewegt;	Aufgeregt;	Innig;	Äusserst	innig;	Äusserst	bewegt;	Rasch;	
etc.).	
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different	reading	of	music	history,	composition,	and	performance.	Barthes’s	somatheme	could	act	

as	the	central	concept	for	this	revolution	(Assis	2018,	169).	

	

	

II. DISSECTIONS	OF	
	

1. Choosing	the	exact	bodies,	the	exact	issues	
	
The	theme	of	the	body	emerged	as	an	important	element	of	the	musical	approaches	and	discourses	

in	the	20th	century	post-war	vanguards,	and	has	been	gaining	an	almost	ubiquitous	relevance	since.	

Addressing	Assis	and	the	revolutionary	potential	assigned	to	the	concept	of	somatheme,	it	might	

be	pertinent	to	ask:	can	we	possibly	still	aim	for	a	revolution	related	to	the	body	–	after	all	 the	

‘revolutions’	and	musical	developments	of	the	20th	and	21st	Centuries?	What	corner	was	possibly	

left	untouched	or	what	stone	was	left	unturned?		

	

In	an	attempt	to	answer	previous	questions	and	for	further	formulation	of	 ideas,	we	will,	 in	the	

following	chapter,	DISSECTIONS	OF,	use	the	strategy	of	 ‘dissecting’,	 through	deconstruction	and	

careful	analysis,	in	order	to	try	to	understand	how	WAM	has	been	dealing	with	the	non-semiotic	

and	 non-organised	 body.	 This	 will	 mean,	 contradictorily,	 that	 we	 will	 focus	 on	 its	 ‘opposite’	

perspective:	on	how	different	virtuosity	or	performance	ideals	conceive	disparate	organisations	of	

the	body.	Trying	to	understand	how	the	performing	body	has	been	socially	and	culturally	organised,	

disciplined,	constrained	or	unleashed	through	different	virtuosity	and	performance	ideals	will	bring	

us	to	the	strategies	used	for	dealing	with	the	body	out	of	law	through	different	times	and	aesthetics.	
Choosing	to	analyse	virtuosity	or	performance	ideals	will	play	a	major	role	in	our	process	and	will	

bring	 to	 the	 foreground	 the	 fact	 that,	 above	 all,	 these	 ideals	 refer	 to	 a	 number	 of	 choices	 and	

decisions	(on	how	to	deal	with	a	body	out	of	law)	and	not,	at	any	rate,	to	something	that	we	can	

take	for	granted	in	a	naturalised	perspective.	This	makes	virtuosity	an	unavoidable	issue	to	bring	to	

our	subject	and	can	already	hint	at	the	necessity	of	formulating	an	idea	of	virtuosity	in	this	research	

project.	
	
Models	of	virtuosity	refer	directly	to	the	ideal	way	of	how	a	performing	body	should	be	organised:	

they	point	out	the	limits	imposed	as	restrictions	for	bodily	expression	and	the	limits	that	a	body	is	

supposed	to	transcend.	They	are	social	cultural	constructs,	which	change	over	time	and	which	often	

function	as	a	kind	of	superego,	imposing	a	moral	perspective	on	what	is	considered	right	or	wrong	

in	the	behaviour	of	the	body	in	a	performance	situation.	Pointing	out	the	specific	incisions	in	the	

body,	it	will	become	perceptible	that	all	virtuosity	ideals	(even	the	ones	that	refuse	virtuosity)	imply	

(a	certain)	violence:	there	is	no	body	expression	possible	without	(a	certain)	violence.	These	ideals	

or	 ideas	 of	 virtuosity	will	 then	 show	 us	 different	 kinds	 of	 violence	 and	 their	 disparate	ways	 of	

operating.	In	short,	we	could	insinuate	that	the	theme	of	virtuosity	will	help	us	to	continue	following	
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Agamben’s	 anthropological	machine,	 focusing	on	 its	 specific	 and	operative	work	 in	 this	 specific	

context	of	the	performing	body	in	music.		

	

In	this	sense	we	will	understand	1)	how	the	performing	body	was	‘neutralised’/‘erased’	in	different	

ways	 in	 Romantic	 virtuosity	 and	 20th	 century	 structuralist	 or	 Werktreue	 ideals;	 2)	 how	 the	

performing	body	has	been	exposed,	‘revealed’	from	the	post-war	period	on,	through	instrumental	

theatre,	Berio’s	theatre	of	virtuosity,	complexity,	and	new	complexity	virtuosity	paradigms;	3)	how	

the	performing	body	demands	to	be	a	subject	in	Performance	studies	again.	All	these	factors	will	

be	presented	as	being	intimately	connected	with	issues	of	dichotomy	of	roles	between	composers	

and	performers,	with	different	established	notions	of	 ‘musical	work’	and	meaning	creation,	and	

different	aesthetics.		
	

It	 is	 therefore	 relevant	 to	make	 a	 brief	 immersion	 in	 this	 realm	and,	without	 aiming	 to	paint	 a	

complete	picture,	we	shall	first	try	to	approach	the	Romantic	and	‘Werktreue’	virtuosity	ideals	with	
a	specific	target:	we	shall	look	for	the	main	aspects	against	which	the	new	approaches	since	the	

post-war	period	tend	to	rebel	and	also	the	ones	they	seem	to	give	continuity	to.		

2. Dissections	of	the	body(ies)	erased:	
	

Dissecting	the	Romantic	virtuoso	body		
	
Along	with	the	stabilisation	and	consequent	standardisation	of	musical	instruments	came	a	growing	
focus	on	sound	exploring	and	an	expanding	of	the	performance	possibilities	through	new	playing	

techniques,	as	means	of	expression	of	a	certain	idea	of	‘egotistical	sublime’18.	Poets	and	musicians	
share	 this	 aim	of	 expression	and,	 in	 this	 sense,	 the	poet	 is	described	by	Wordsworth	as	a	man	

speaking	 to	men;	 a	man,	 it	 is	 true,	 endowed	with	more	 lively	 sensibility,	more	 enthusiasm	 and	

tenderness,	who	has	a	greater	knowledge	of	human	nature,	and	a	more	comprehensive	soul,	than	

are	supposed	to	be	common	among	mankind	(Wordsworth	in	Watson	1992,	177).	This	cult	of	the	

subjective	 connected	 with	 a	 somehow	 prophetic	 role	 was	 supported	 by	 a	 structure	 in	 the	

surroundings	 of	 the	 music19,	 where	 most	 composers	 were	 simultaneously	 performers,	 and	

composition	 and	 performance	 were	 intimately	 interlinked	 and	 not	 yet	 considered	 completely	

independent	tasks	–	there	was	already	a	splitting	of	roles	between	composer	and	performer,	but	

still	 not	 a	 significant	 one.	 The	 greatest	 composers	 of	 the	 time	 were	 composing	 a	 lot	 for	 their	

instruments	and	performing	their	own	compositions	themselves:	musical	creation	was,	to	a	great	

extent,	conceived	as	performance.	Realisation	in	sound	took	over	musical	structure,	bringing	to	the	

																																																								
18	This	expression	was	used	by	poet	John	Keats	to	describe	the	poet	William	Wordsworth	(Keats	in	Watson	1992,	83).	
19	In	Craenen’s	‘spatial’	designation,	surroundings	of	music	refer	to	an	area	surrounding	the	musical	events	which	emerges	
as	the	moving	contours	of	a	dynamic	that	make	musical	activity	recognizable	in	society,	in	the	wider	space	of	the	world	
(Craenen	2014,	20).	
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foreground	musical	parameters	not	given	a	relevant	role	until	now,	as	was	the	case	of	dynamics	

and	tone	colour	in	detriment	of	the	traditional	pitch,	rhythm	and	the	relevance	of	notation.	It	is	a	

fact	that	the	Romantic	ideal	could	only	fully	make	sense	in	this	conception	of	composer-performer.	

Composing	was	directly	connected	with,	first,	the	idea	of	the	musical	instrument	as	an	extension	of	

the	expressive	and	composing/performing	body,	and,	second,	with	the	ideal	of	virtuosity	(both	in	

performance	and	composition),	as	an	act	of	domination	and	possession	of	an	instrument.		

My	piano	is	for	me	what	the	frigate	is	to	the	sailor,	what	the	steed	is	for	the	Arab,	and	probably	even	
more	so,	because	my	piano,	so	far,	 is	me,	 it's	my	word,	my	life;	 it	 is	the	 intimate	repository	of	all	
agitation	occurring	in	my	brain	in	the	burning	days	of	my	youth;	this	is	where	all	my	desires,	all	my	
dreams,	all	my	joys	and	all	my	pains	were.	Its	strings	shuddered	with	all	my	passions,	its	docile	keys	
obeyed	all	my	whims	20	(Liszt	in	Szendy	2002,	13).	
	
	

We	could	say	the	strategy	is	that	of	fascination	or	even	conjuration:	the	musical	space	is	unfolded	

by	an	almost	diabolic	body	which	gathers	the	powers	of	evanescence,	of	divine	exhalation	of	the	

spirit	 through	 its	 overwhelming	 sound.	 The	 musical	 space	 is	 unfolded	 by	 the	 body,	 but	 goes	

somewhere21,	as	Craenen	proposes,	it	goes	to	a	somewhere	between	the	notes,	somewhere	as	a	

place	we	cannot	define,	as	a	definition	for	this	body	evaporated,	of	this	spirit	exhaled,	which	could	

be,	at	the	end,	the	Lisztian	body.	

This	magic	and	possession	of	the	instrument	are	achieved	through	a	strategy	that	Szendy	calls	a	

theatre	 of	 domestication	 (Szendy	 2002,	 14).	 The	 domestication	 of	 the	 music	 bodies	 enacted	

through	strict	discipline	does	not	only	make	the	magic	possible,	but	acts	or	functions	as	‘a	perfect	

resonator’	for	this	magic.	The	fact	that	resistance	and	friction	are	neutralised	by	discipline	does	not	
mean	that	they	are	perceived	by	the	listening	body	as	inexistent	–	on	the	contrary,	it	is	the	implicit	

complexity	 of	 the	 act	 of	 neutralising	 resistance	 that	 is	 perceived	 by	 the	 listeners	 as	 a	 glorious	

achievement.	The	ideal	of	Romantic	virtuosity	is	therefore	somehow	contradictory	(as	probably	all	

other	ideals	of	virtuosity,	in	different	ways):	the	expression	of	the	sensible,	subtle,	and	subjective,	

as	mediation	 of	 transcendent	 realm	 is	 structured	 and	 dependent	 on	 a	most	 strict	 and	 implicit	

discipline	of	the	body.	Szendy	evokes	the	Nietzschean	“I”	and	the	“Self”	of	Zarathustra	and	affirms	

that	 more	 than	 a	 struggle	 with	 the	 instrument’s	 inert	 matter,	 musical	 virtuosity	 might	 have	

something	to	do	with	the	hand-to-hand	combat	[corps	à	corps]	between	an	“ego”	and	a	“self”,	in	a	

kind	of	conjuration	(Szendy	2016,	15).	The	self	is,	in	this	relation,	controlled	and	domesticated	by	

the	ego,	which	comes	out	of	this	dispute	as	the	glorified	winner.	Again,	it	can	be	fruitful	to	evoke	

Watson’s	 description	 of	 the	 Romantic	 self	 as	 playing	 an	 important	 role	 in	 the	 poet’s	 creative	

process:	the	more	stable	and	creative	the	self,	the	more	it	can	rejoice	in	 its	relationship	with	the	

																																																								
20	Translation	from	the	French	by	the	author:	Mon	piano,	c’est	pour	moi	ce	qu’est	au	marin	sa	fragate,	ce	qu’est	à	
l’Arabe	son	coursier,	plus	encore	peut-être,	car	mon	piano,	jusqu’ici,	c’est	moi,	c’est	ma	parole,	c’est	ma	vie;	c’est	le	
dépositaire	intime	de	tout	ce	qui	s’est	agité	dans	mon	cerveau	aux	jours	les	plus	brûlants	de	ma	jeunesse;	c’est	là	qu’ont	
été	tous	mes	désirs,	tous	mes	rêves,	toutes	mes	joies	et	toutes	mes	douleurs.	Ses	cordes	ont	frémi	sous	toutes	mes	
passions,	ses	touches	dociles	ont	obéi	à	tous	mes	caprices.	
21	This	notion	is	further	explained	in	Cluster	II,	Chapter	V.	Musical	space	–	here	at	the	imminence	of	nowhere		
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external	world.	The	result	is	an	interest	in	the	individual	self	which	leads	to	an	endless	fascination	

with	the	feelings,	the	gifts,	the	intellectual	and	emotional	power,	time	and	place	(Watson	1992,	85).		

In	 spite	 of	 the	 introduction	 of	 elements	 of	 disorder,	 a	 disaffection	 for	 the	 bigger	 forms	 and	

structures	and	a	special	taste	for	the	fragment	in	musical	or	poetic	creation,	there	is	still	no	real	

loss	of	control.	It	is	the	achievement	of	the	organised,	semiotic	body	over	the	non-anatomic,	non-

semiotic	and	out	of	 law	which	makes,	at	 the	end,	the	performing	body	(through	this	relation	of	

organised	and	non-organised	‘bodies’)	a	perfect	resonator	for	the	musical	expression.	

This	cult	of	glory	and	achievement	came	hand	in	hand	with	an	aesthetics	of	‘blinding	special	effects’	

that	lead	to	more	extreme	musical	practices,	like	the	‘piano	wars’:	rival	performers	mainly	played	

their	 own	 compositions,	 which	were	 often	 variations	 on	 popular	 operatic	 arias	 of	 the	 day,	 and	

sometimes	 improvised	 them,	but	 in	all	 cases	 the	 focus	was	on	 the	athletic	 skill	 and	 competitive	

display	of	the	performance	(Cook	2013,	21).	

	

	

Dissecting	the	virtuoso	in	structuralist/	Werktreue	approaches	
	

Along	with	the	fact	that	the	cult	of	virtuosity	in	the	Romantic	was	taken	to	such	extravagant	musical	

practices,	where	the	supremacy	of	the	‘blinding	special	effects’	seemed	to	be	taking	over,	there	

were	 other	 factors	 responsible	 for	 a	 big	 shift	 in	 terms	 of	 ideals	 in	 musical	 composition	 and	

performance.	The	strict	dichotomy	between	the	roles	of	composition	and	performance	is	one	of	

these	 factors	and	 is	a	 consequence	of,	 first,	 the	 inevitable	 specialization	of	performance,	which	

became	more	and	more	complex	and	difficult	to	master;	and,	second,	the	growing	abstraction	of	

musical	thinking	and	composition,	where	the	primacy	of	structure	took	over	the	possibility	of	music	

creation	as	performance.		

	

These	facts	emerged	along	with	the	first	recording	and	reproduction	possibilities	ever,	and	led	to	a	

Werktreue22	 ideal,	 and	 to	 what	 Cook	 recently	 diagnosed	 as	 Plato’s	 curse	 (Cook	 2013).	Musical	

meaning	 is	more	and	more	 identified	with	notation	as	 inscription,	and	performance	is	seen	as	a	

reproduction	of	meaning,	an	idea	in	line	with	Plato’s	formulation	of	‘concept’,	which	resonates	in	

the	 Christian	 logic	 of	hoc	 est	 enim	 corpus	meum	 and	 in	 the	 idea	 of	 ‘metaphysics	 of	 presence’.	
Notation	stands,	it	follows,	for	a	presence	mediating	an	outside	(possibly	transcendental)	realm,	

and	 performance	 for	 the	 achievable	 and	 inevitably	 imperfect	 ‘incarnation’	 of	 the	musical	 idea.	

We’ve	 already	 approached	 the	 resultant	moral	 and	 authoritative	 discourse	 from	 composers	 or	

																																																								
22	The	idea	of	the	performer’s	duty	has	traditionally	come	into	two	distinct	versions:	on	the	one	hand	duty	to	the	composer,	
on	the	other	to	the	work	(sometimes	referred	to	as	‘Werktreue’)	(Cook	2013,	13).	
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musicologists	 towards	musical	 performance,	 as	 a	 result	 of	 the	 conception	 and	 imposition	 of	 a	

performance	ideal	that	would	stand	for	a	universal	truth.	This	conception	supressed	the	possibility	

of	 a	 dimension	 of	 style	 that	 could	 make	 room	 for	 diversity	 and	 the	 performers’	 subjective	

expression.	 The	 fact	 that	 there	 are	 different	 ‘schools’	 or	 filiations	 of	 playing	 does	 not	 exactly	

represent	the	existence	of	an	inclusive	diversity,	rather,	it	stands	for	a	competition	on	who	is	‘more’	

right	 or	 closer	 to	 the	 ‘truth’.	 There	 is	 therefore	 an	 implicit	 and	 very	 strong	 aural	 tradition	 that	

‘dictates’	how	a	specific	composer	or	piece	‘should’	or	‘should	not’	sound	like.	This	powerful	aural	

tradition,	as	a	cultural	construct	and	as	an	unconscious	and	strict	frame	of	behaviour	assigns	itself	

as	being	in	duty	towards	an	ideal	of	objectivity:	performance	becomes	a	cult	of	the	score.	

Virtuosity	tends	to	no	longer	be	a	strategy	of	‘diabolic’	fascination,	of	exploring	the	performance	

situation	and	real	time	experience,	but	on	the	contrary,	it	is	regulated	by	its	relation	to	the	score,	

and	by	parameters	of	faultlessness,	accuracy	and	speed.	It	is	also	with	this	notion	of	virtuosity	that	

the	attributes	of	musicality	and	technique	in	performance	begin	to	be	conceived	as	separate	and	

independent	qualities:	a	musician	can	be	said	to	be	technically	perfect	but	lacking	musicality,	or	the	
opposite,	one	speaks	of	a	musician	who	is	indeed	musically	expressive	but	not	technically	suitable	

for	the	task.	Technique	is	associated	to	literalness	of	reproduction	of	notation,	whereas	musicality	

is	 regarded	 as	 an	 individual	 ineffable	 quality,	 not	 quantifiable	 and	 not	 quite	 explainable.	 This	

individual	 quality,	 musicality,	 shall	 then	 (perhaps	 paradoxically	 again)	 be	 at	 the	 service	 of	 the	

‘musical	work’,	and	at	the	service	of	an	idea	of	‘objectivity’.	The	performer’s	subjectivity	is	therefore	

seen	as	obstruction	to	the	expression	of	the	‘authentic’	musical	idea,	and	consequently	should	be	

suppressed,	as	much	as	possible.	An	‘immaculate’	technique	is	required	in	order	to	achieve	great	

clarity	 and	extreme	control	of	expression,	never	overshadowing	 the	objective	musical	 idea.	We	

could	say	that	this	 ideal	of	virtuosity	resonates	with	the	conception	of	sacrifice,	as	described	by	

Jean	Luc	Nancy:		

	
It	[“sacrifice”]	states	(in	principle)	the	passage	of	a	body	to	the	limit	at	which	it	becomes	a	common	body,	the	

spirit	of	a	communion	for	which	it	becomes	the	effective	material	symbol	(hoc	est	enim…),	an	absolute	self-

bonding	of	sense	in	blood	and	of	blood	in	sense	(Nancy	2008,	169).	

	

Linked	 to	 the	 rejection	 of	 the	 subjective	 is	 the	 rejection	 of	 the	 dimension	 of	 style.	 Partly	 as	

consequence	of	 the	 suppression	of	 these	dimensions,	 there	 is	 a	 somehow	 ‘preached’	 objective	

ideal,	which	is	aurally	reproduced	ad	nauseam	through	the	record	industry	and	the	world	of	music	

performance	competitions	and	academies.	Funnily	enough,	the	aesthetics	that	rose	up	against	the	

Romantic	 piano	wars	 and	 competitions	 end	 up	 installing	 the	 same	 logic	 they	were	 up	 against:	

competitions	 became	 the	 elected	 context	 for	 the	 selection	 of	who’s	 going	 to	 pursue	 a	musical	

carrier.	 The	 boom	 of	 reproduction	 through	 the	 record	 industry	 makes	 the	 globalisation	 of	

interpretation	massive	and	endless.	The	repertoire	that	is	sought	by	musicians	and	listeners	is	not	

the	 latest	 innovation,	 the	new	possibilities	 of	 sound,	 as	was	 the	 tendency	during	 the	Romantic	

period,	but	the	repetition	of	or	small	variations	upon	the	known	and	established,	it	is	a	repetitive	

and	perpetual	movement	towards	the	repertoire	of	the	past.	The	reproduction	machine	runs	on	
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high	velocity	and	is	fed	by	the	musical	industry,	the	institutions	and	the	academy,	but	nevertheless,	

and	somehow	contradictorily,	it	is	also	criticized	from	the	inside:	the	system	that	runs	the	machine	

criticizes	the	‘empty’	virtuosity,	as	associated	with	the	literalness	of	interpretation,	as	a	machinal	

functioning	that	operates	independently	from	interpretation	itself.	Virtuosity	is,	again,	connoted	in	

a	negative	way.		

However,	with	the	awareness	of	today,	we	can	find	that	the	scope	of	reproduction	must	be,	after	

all,	much	wider	than	we	supposed	at	first.	Until	very	recently,	there	was	no	real	acknowledgement	

that	 aural	 transmission	 played	 the	 most	 significant	 role	 in	 our	 musical	 tradition:	 WAM	 was	

conceived	essentially	as	a	written	tradition,	which	was	in	turn	acknowledged	as	being	the	highest	

responsible	 for	 the	 continuity	and	 transmission	of	WAM	culture.	Our	present	awareness	of	 the	

implications	 of	 aural	 tradition	 can	 mean	 that,	 in	 a	 context	 where	 a	 ‘unique’	 musical	 ideal	 is	

privileged,	 the	 reproduction	 effect	 has	 been	 going	 much	 beyond	 technique,	 throughout	 the	

expressive	content,	towards	the	expressive	body	itself.	Performance	might	have	become,	 in	this	

context,	a	closed	system.		

Regarding	 the	 important	 conception	 of	musical	 time	 in	 performance,	 the	 structuralist	 ideal	 no	

longer	seeks	to	unfold	time	and	to	be	the	most	exclusive	art	of	shaping	it,	as	in	the	Romantic	period.	

Musical	time	is	conceived	as	‘objective	structural	time’,	a	 linear	time	outside	the	music,	and	the	

goal	of	performance	turns	out	to	be,	in	many	senses,	catching	time,	or	running	after	it:	both	in	its	

conception	of	musical	time	as	an	imposed	steady	tempo	where	the	music	must	‘fit	in’,	and	on	the	

other	hand,	in	the	way	performance	is	disconnected	from	present/ongoing	musical	creation,	the	

way	performance	is	(in	general,	and	despite	the	many	exceptions)	NOT	creating	a	Present	and	a	

Future.		

	

	

3. Dissections	of	the	body(ies)	revealed,	exposed,	‘emancipated’:	
	

As	consequence	of	these	ideals,	and	rebelling	against	some	of	their	central	issues	and	against	the	

growing	 abstraction	 of	 musical	 thought	 that	 prevailed	 from	 serialism	 towards	 electroacoustic	

music,	 the	 vanguards	 of	 the	 post-war	 period	 (1950s	 and	 1960s)	 are	 proficient	 in	 shaking	 the	

established	musical	system.	The	notions	of	open	work,	indeterminacy,	and	the	concept	of	notation	

as	a	creative	and	generative	system	emerged	and	were	explored	from	the	graphical	notation	to	the	
typical	Fluxus’	instructions	set,	and	the	prevailed	concert	habits	were	called	into	question	by	new	

concepts	 of	 performance,	 happening,	 etc.	 In	 this	 creative	 context,	 we	 will	 focus	 on	 how	 the	

performing	body	begins	to	emerge	as	an	element	for	composition	in	some	of	these	approaches.		

	

This	is	intimately	connected	with	the	emancipation	of	certain	dimensions	that	were	considered	as	

extra-musical,	such	as	the	important	dimension	of	gesture:	the	body	will	no	longer	be	the	invisible	
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medium	for	unfolding	the	music	and	the	musical	space	of	somewhere	(the	strategy	of	the	Romantic	

and	Werktreue	ideals),	but	will	be	able	to	take	part	of	and	play	a	role	in	the	musical	idea	itself.		

These	new	approaches,	of	which	 instrumental	 theatre	 is	 a	 key	event,	 are	 in	a	way	an	effort	by	

composers	to	bring	composition	and	performance	somehow	closer	together,	and	will	lead	to	the	

emergence	not	only	of	new	musical	concepts,	experiments	and	outputs,	but	also	of	new	ideas	of	

what	virtuosity	can	be.		

		

Dissecting	the	body	exposed	in	Instrumental	theatre	
	

The	phrase	instrumental	theatre	was	used	for	the	first	time	by	musicologist	Heinz-Klaus	Metzger	

about	 John	 Cage	 in	 1958	 –	 the	 year	 when	 Cage	 presented	 his	 Indeterminacy	 conference	 in	

Darmstadt,	and	his	work	Music	Walk	in	Düsseldorf	(Thelin	2010)	(SWR	2013).	Mauricio	Kagel	–	the	

composer	 to	whom	we	mostly	associate	 instrumental	 theatre	–	was	already	working	 towards	a	

musical	expression	that	assigned	a	determining	role	to	parameters	which	were	considered	‘extra-

musical’.	Kagel	writes	an	essay	about	instrumental	theatre	in	1960	and	composes	the	first	version	

of	Sur	Scène,	presented	as	Kammermusikalische	Theaterstück/	Chamber	musical	theatre	piece	(SWR	

2013)	in	1960.		

Instrumental	 theatre	 is	 mainly	 characterized	 by	 1)	 the	 fact	 that	 all	 parameters	 inherent	 to	 a	

performance	are	considered	as	being	a	constitutive	part	of	it;	2)	the	notion	that	all	actions	have	a	

musical	potential	 (and	 therefore	gesture,	 speech,	etc.	are	considered	possible	 instrumental	and	
musical	extensions);	3)	the	fact	that	there	is	an	introduction	of	chance	procedures	in	composition	

and	performance	and	introduction	of	noise/non-tempered	sounds	as	music	material.	

	

Although	 it	 is	 mainly	 connoted	 with	 Kagel’s	 work,	 one	 can	 say	 these	 principles	 have	 been	

approached	 by	 several	 other	 composers,	 such	 as	 Dieter	 Schnebel,	 Luciano	 Berio	 or	 Karlheinz	

Stockhausen,	under	different	designations	such	as	Sichtbare	Musik	(Schnebel)	and	Szenische	Musik	

(Stockhausen).	These	different	designations	are	a	result	of	different	characteristics	and	personal	

approaches	to	this	specific	‘musical	genre’.	They	have	the	common	perspective	of	highlighting	the	

theatrical	 dimension	 of	 instrumental	 play,	 which	 remains	 most	 of	 the	 time	 latent,	 unclear	

unformulated23	(ed.	Nattiez	2003,	424)	or,	in	other	words,	instrumental	theatre	is	a	form	of	music	

theatre	where	 focus	 is	on	the	visual	and	theatrical	energy	that	 lies	 implicitly	 in	 the	performance	

itself	(Igesund	in	Thelin	2010).	

	

In	their	disparate	approaches,	these	authors	explore	1)	the	performing	gesture	(here	meaning	the	

gesture	 of	 playing	 the	 instrument)	 as	 an	 ‘extension’	 of	 music;	 2)	 scene	 characterization	 and	
dramaturgy;	non-conventional	behaviours	or	behaviours	that	go	beyond	the	scope	of	what	playing	

an	instrument	is	considered	to	be;	3)	expansion	of	the	traditional	concert	situation.	These	tools	and	

																																																								
23	Translation	by	the	author:	la	mise	en	évidence	de	la	dimension	théâtrale	propre	au	jeu	instrumental,	qui	reste	la	plupart	
du	temps	latente	et	informulée.	
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concepts	are	used	by	all	the	aforementioned	authors,	not	to	mean	by	this	that	they	are	all	present	

simultaneously	in	the	same	musical	piece.		

It	is	also	relevant	that	in	instrumental	theatre,	the	métier	of	composition	is	linked	to	that	of	scene	

directing	–	in	most	cases,	composition	is	not	just	a	lonely	métier	created	‘at	the	composer’s	desk’,	

but	 it	 is	 also	 partly	 created	 in	 rehearsals	 and	 on	 stage,	 in	 a	 direct	 relation	with	 the	musicians	

involved.	 There	 is	 often	 therefore	 no	 strict	 discontinuity	 between	 the	 act	 of	 composing	 and	

performance,	both	being	intimately	related	realms.	

	

Regarding	 instrumental	 theatre,	and	before	analysing	Berio’s	approach	to	virtuosity	closely,	 it	 is	

meaningful	to	bring	up	a	brief	insight	on	Schnebel’s	perspective.	For	him,	the	central	aspect	of	his	

Sichtbare	Music	 lies	 in	the	 integration	of	physical	elements	and	movement	 in	composition	–	the	

gestural	 effects	 of	 a	 virtuoso	 performance	 as	 a	 kind	 of	 visible	 music,	 where	 the	 virtuosity	 of	

performance	 turns	 it	 into	 action	 (Thelin	 2010).	 The	 action	 described	 can	 be,	 at	 the	 limit,	made	

independent	of	 its	 ‘real’	 sound	 results	 as	 in	Nostalgie	 (Visible	Music	 II),	 solo	 for	 one	 conductor,	

where	music	can	be	deprived	of	sound	and	where	musical	performance	gets	inevitably	closer	to	

the	theatrical	or	to	choreographic	approach.	In	this	sense,	Scnhebel	affirms	that	even	when	only	

the	inherent	possibilities	of	the	instruments	are	realized	–	that	is,	when	they	are	used	to	their	full	

capacity	rather	than	having	something	superimposed	on	them	–	the	performance	turns	into	action.	

(...)	musicians	become	actors	(Schnebel	in	Thelin	2010).	

	

	

Dissecting	the	body	in	Post-war	virtuosity	&	the	case	of	Berio’s	theatre	of	virtuosity	
	

Previous	 Romantic	 or	 structuralist	 ideals	 were	 focused,	 as	 Craenen	 states,	 on	 an	 instant	

metamorphosis	 of	 the	 real	 or	 physical	 space	 into	 the	 phantasmal	 musical	 space,	 neutralising	

mechanical	and	physical	aspects:	in	these	‘classic’	performance	rituals,	the	metamorphose	occurs	

at	the	precise	fraction	of	time	between	the	moment	where	the	performer	is	on	stage,	concentrated	

and	 prepared	 to	 play,	 and	 the	 exact	 beginning	 of	 her/his	 performance.	 These	 new	 musical	

approaches	are	however	not	interested	in	the	quick	shift	of	different	spaces:	they	are	focused	on	

the	 capacity	of	movement	and	 friction	 itself	 for	unfolding	and	 creating	 the	phantasmal	musical	

space.	Paul	Craenen	argues	that	 if	we	try	to	understand	the	new	music	approaches,	 it	would	be	

better	to	ask	where	they	are	instead	of	what	they	are.	He	affirms	that	the	space	we	experience	in	

music	only	unfolds	through	the	impulses	it	manages	to	evoke;	this	space	does	not	exist	before	the	

movements,	does	not	surround	them,	but	emerges	with	and	in	the	movement.	(Craenen	2014,	30)	

In	 this	 sense,	 he	 writes	 that	 this	 phantasmal	 space	 could	 be	 perceived	 either	 as	 a	 sounding	
somewhere	or	a	sounding	here	or	even	a	sounding	there,	depending	on	the	aesthetic	strategies	

used.24	 The	 sounding	 somewhere	 is	mostly	 associated	with	previous	 situations	of	 classical	 tonal	

music,	 in	 a	 context	where	 the	musical	 codes	 are	 pre-established	 and	 known.	 It	 is	 a	 space	 that	

																																																								
24	These	notions	of	space	will	be	further	explored	in	Cluster	II,	Musical	space	–	here	at	the	imminence	of	nowhere.	
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emerges	through	a	quick	metamorphosis	as	an	evaporated,	ethereal	space,	a	somewhere	between	

the	notes,	a	space	that	is	not	localizable	to	any	extent.	

	

The	urge	for	new	sounding	possibilities,	also	characteristic	of	the	post-war	period,	paved	the	way	

for	new	instrumental	techniques,	which	convoked	not	only	the	unheard	of	but	also	the	‘never	seen’	

to	the	performance	situation.	They	open	up	the	possibility	for	what	Craenen	calls	a	musical	space	

of	here	and	there	–	that	 in	a	way	refers	to	a	situated	exploring	of	specific	mechanisms	of	sound	

production.	This,	together	with	the	new	emancipating	perspectives	on	‘extra-musical’	dimensions,	

opens	 up	 for	 a	 different	 concept	 of	 virtuosity	 in	 performance.	 Berio’s	 series	 of	 Sequenzas	 is	 a	

milestone	regarding	these	different	aspects	–	not	only	for	some	emblematic	exploration	of	‘extra-

musical’	resources,	such	as	scene	characterization,	dramaturgy,	and	certain	actions	that	go	beyond	

the	‘playing	of	the	instrument’,	but	for	its	central	musical	idea	which,	as	Berio	himself	claims,	is	the	

idea	of	virtuosity.	But	virtuosity	as	conceived	by	Berio	distances	itself	from	the	negatively	connoted	

vulgar	display	that	appealed	[to]	an	ignorant	and	easily	pleased	public	but	did	not	serve	the	music	

well	(Halfyard	2007,	114)	and	from	the	picture	of	an	elegant	and	rather	diaphanous	man	with	agile	

fingers	and	[an]	empty	head’	(Berio	in	Halfyard	2007,	115).		

	

This	new	virtuosity	intends	to	be	a	reflective	practice	about	itself:	about	what	playing	an	instrument	

is	or	could	be,	what	the	constructed	aura	of	an	instrument	or	its	performer	is	or	could	be.	This	idea	

of	virtuosity	exposes	the	bodies	and	their	vulnerability	for	the	first	time,	both	the	performing	and	

instrument	ones.	The	body	is	no	longer	seen	as	the	stable	and	invisible	medium	for	realisation	of	

the	music,	and	the	instrument	is	not	seen	as	a	‘natural’	extension	of	the	body	any	more:	the	use	of	

new	and	very	 complex	 techniques	puts	 the	 conventional	 and	 ‘almost	natural’	 relation	between	

performer	and	instrument	in	crisis.	There	is,	through	this	process,	a	kind	of	psychological	separation	

of	the	bodies	(performing	and	instrument)	which	is	exposed	through	the	 in-between	element	of	

friction.	This	element	comes	with	the	inevitable	strangeness	that	arises	with	the	awareness	of	the	

presence	of	a	different	body	and	with	the	consequent	consciousness	of	the	‘getting	 in	touch’	of	

performing	and	instrumental	body	–	a	process	Helmut	Lachenmann	would	explore	later	on.	Janet	

Halfyard	refers	the	concept	of	theatre	of	action	as	a	central	aspect	of	the	Sequenzas:	the	use	of	

unusual	techniques	by	the	performer	and	the	consequent	unusual	gestures	and	action	that	emerge	
therefrom	lead	to	a	double	deconstruction	of	the	spectator’s	expectations	–	the	expectation	of	how	

a	musician	behaves	on	stage	and	the	expectation	on	how	an	instrument	sounds	(in	a	strategy	of	

Brecht’s	alienation	effect	[verfremdungs	Effect],	also	explored	by	Kagel).		

	

Berio’s	virtuosity	still	relies,	however,	in	the	basic	power	of	attractiveness	of	live	performance	and	

the	seductive	factor	that	can	lie	in	the	pure	admiration	of	the	skills	of	the	performer	for	what	they	

are.	But	here,	again,	this	aspect	is	exploited	emotionally	a	bit	further:	the	complexity	of	the	new	

virtuosity	 proposed	 by	 the	 composer	 also	 functions	 as	 an	 overstimulation	 of	 the	 performer	 as	
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means	for	reinstating	specific	emotional	states	upon	her/him	–	mostly	anxiety	and	stress25.	This	

state	of	tension	brought	to	the	performance	is	then	conceived	as	part	of	the	musical	 idea	itself.	

One	 of	 the	 consequences	 of	 this	 strategy	 is	 the	 sense	 of	 ‘danger’,	 that	 some	 instrumental	

techniques	 imply,	 and	 the	 sense	of	 the	performing	body	as	a	not	 completely	 reliable	body:	 the	

awareness	 that	 if	 the	 least	 thing	goes	wrong,	 the	until	 now	 inviolable	 situation	of	performance	

could	be	revealed,	after	all,	as	a	‘crashable’	system.		

But	in	spite	of	it	being	presented	as	a	performing	body	with	a	potential	for	failure,	we	should	remark	

that,	in	fact,	the	possibility	of	presenting	this	body	requires	a	body	that	is	exactly	the	reverse	of	it:	

the	new	ideal	performing	body	is	almost	a	non-human,	beyond-human	body,	we	could	even	say	

that	ideally	it	would	be	a	‘super	hero’	body	–	a	body	which	is	requisitioned	for	all	kinds	of	impossible	

missions,	and	despite	all	incidents	of	narrative	and	unusual	events	requested	in	the	music,	is	able	

to	dominate	the	situation	that	has	been	previously	established	for	 it.	 It	 is	a	body	that	 is	able	to	

always	have	everything	under	control.	This	idea	is	also	further	reiterated	by	the	fact	that	Berio’s	

ideal	interpreter	is	possessed	by	a	‘virtuosity	of	knowledge’	(Halfyard	2007,	115):	the	new	virtuoso	
is	 not	 the	 previous	 machinal	 performer,	 who	 ‘only’	 masters	 the	 physical	 skills,	 but	 must	 be	 a	

performer	able	to	dominate,	 in	every	sense,	every	kind	of	 technical,	musical,	historical,	stylistic,	

analytic	issues.		

	

It	 is	 then	 (again)	 a	 complex	 and	 controversial	 ideal	 of	 virtuosity:	 on	 the	 one	 side	 it	 demands	 a	

performer	 who	 is	 more	 than	 ‘empty	 headed’	 and,	 on	 the	 other,	 it	 continues	 to	 extend	 the	

authoritative	 approach	 of	 the	 dialectic	 concept	 –	 musical	 idea	 vs.	 musical	 materialization.	

Moreover:	 it	 is	 a	 virtuosity	 that	 claims	 to	 be	 critical	 towards	 the	 idea	 of	 virtuosity,	 but	 which	

depends	 on	 the	 same	 structure	 of	 domination/submission	 of	 composer/performer	 as	 in	

‘werktreue’	 ideals.	 The	 friction	 arising	 between	 these	 dualities	 is	 something	 that	 had	 begun	 to	

emerge	 most	 significantly	 with	 the	 abolishing	 of	 tonality	 and	 with	 the	 new	 paths	 trodden	 by	

serialism	and	by	several	composers	since	Schönberg,	but	only	becomes	a	conscious	or	somehow	

explicit	subject	in	the	1960s.	Berio	is	acutely	aware	of	the	potential	conflict	between	composer	and	

performer,	the	‘tension	between	the	musical	idea	and	the	instrument,	between	concept	and	musical	

substance’	(Halfyard	and	Berio	in	Halfyard	2007,	115).	But,	most	importantly:	friction	and	conflicts	

are	not	only	a	by-product	of	this	new	musical	conception,	remaining	on	its	background	–	they	are	
intentionally	explored.		

The	great	innovation	of	virtuosity	in	the	20th	century	is,	in	this	sense,	that	it	is	an	ability	that	no	

longer	belongs	to	the	performing	body.	 In	modernist	style,	virtuosity	 is	 fundamentally	composed	

(Craenen	2014,	 129):	 neither	 the	 egotistical	 nor	 the	machinal	 expressions	 are	 permitted	 to	 the	

performer,	the	new	strategy	comes	from	the	outside,	and	is	mostly	that	of	intensifying	complexity,	

increasing	detail	and	parameterisation,	narrowing	 the	possibilities	of	 the	performer’s	 subjective	

																																																								
	25	e.g.1.	‘Sequenzas	III’	and	‘V’	have	several	theatrical	elements	in	common	but	also	some	profound	differences.	Both	are	
pervaded	by	a	sense	of	anxiety.	Both	require	the	performer	to	portray	some	level	of	emotion	in	the	way	they	‘perform	
themselves’	as	opposed	to	how	they	perform	music	(...)	(Halfyard	2007,	107)	;	e.g.2.	both	works	[Sequenza	III	and	Recital	
for	Cathy]	are	pervaded	by	a	sense	of	the	performers’	own	anxiety	(…)	(idem,	103).	
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choice	 –	 a	 strategy	 of	 control.	 Craenen	mentions	 that	 it	 is	 a	 product	 of	 a	musical	 system	 that	

generally	puts	music	into	practice	from	the	top-down,	something	which	would	not	necessarily	mean	

a	dictatorial	relationship	(idem.).	As	Halfyard	states:		

	
For	Berio	and	his	peers,	especially	those	composers	associated	with	the	Darmstadt	School	such	as	Boulez	and	

Maderna,	virtuosity	must	have	seemed	a	double-edged	sword.	On	the	one	side,	there	was	an	apparent	desire	
to	retain	near-complete	control	of	a	composition,	as	seen	in	the	application	of	serial	systems	to	pitch,	dynamic,	

duration	and	attack	in	a	piece	such	as	Boulez’s	‘Notations’	(1951),	or	the	intense	level	of	detail	in	relation	to	

these	same	areas	 in	non-serial	compositions	such	as	the	 ‘Sequenzas.	This	could	seem	to	be	an	attempt	to	

create	a	‘virtuoso-proof	music,	the	texture	of	which	was	so	closely	knit	that	no	additions	or	changes	could	be	

made.	On	the	other	side,	meanwhile,	the	complexity	of	the	resulting	music	demanded	a	musician	possessed	

of	extremely	high	levels	of	technical	skill	–	in	other	words,	a	virtuoso	–	in	order	to	play	it	(Halfyard	2007,	115,	

underline	my	own).	

	

It	turns	into	a	kind	of	problematic,	almost	kind	of	double	bind	relation,	where	paradoxical	feelings	

or	perspectives	are	set	towards	the	performer.	Regarding	the	case	of	the	Sequenzas,	we	should	

however	 mention	 that	 there	 is	 one	 counterpart	 to	 the	 friction	 between	 abstract	 musical	

idea/materialization,	and	composition/performance,	which	is	the	well-known	fact	that	most	of	the	

Sequenzas	were	composed	for	specific	performers,	and	some	could	be	said	to	somehow	draw	on	

the	‘essence’	of	its	original	performer	(idem.	109).	The	most	evident	case	is	that	of	Sequenza	III,	for	

voice,	which	was	written	for	the	very	specific	voice	and	personality	of	Cathy	Berberian,	so	that	Berio	

himself	claims	that	it	is	not	only	written	for	Cathy,	but	is	about	Cathy	(Berio	in	Halfyard	2007	108).	

The	two	other	evident	cases	are	the	ones	of	1)	Sequenza	XIV,	for	cello,	composed	for	Rohan	Saram,	

which	brings	techniques	from	Saram’s	second	instrument,	the	Kandyan	drum,	and	specific	rhythms	

from	Sri	Lanka	(the	country	Saram	descends	from)	to	the	cello,	and	2)	Sequenza	V,	for	trombone,	

composed	 for	 Stuart	 Dempster26	 and	 which	 draws	 on	 Dempster’s	 habit	 of	 goofing	 around	
(Dempster	in	Halfyard	2007,	100),	a	habit	that	seemed	to	have	reminded	Berio	of	Grock,	a	clown	

from	his	childhood.	

There	is	in	this	sense	a	kind	of	effort	in	these	particular	three	Sequenzas	to	bring	musical	idea	and	

‘matter’	closer	together,	 through	a	strategy	of	 ‘appropriation’	of	certain	personal	and	particular	

traits	which	are	incorporated	as	part	of	the	musical	idea.		

	

Dissecting	the	body	in	Complexity	and	New	complexity	music	approaches	
	

Echoing	Berio’s	perspective,	 the	new	approaches	go	along	with	 the	 idea	of	non-commitment	 to	

conventional	rules	to	constantly	reinstate	what	playing	an	instrument	is.	But	the	ideas	discussed	

above	are	taken	further	by	composers	of	 the	so-called	new	complexity,	 like	Brian	Ferneyhough,	

who	end	up	proposing	a	slight	shift	of	perspective.	To	the	new	conception	of	the	score	as	an	over-

																																																								
26	Although	section	B	started	life	as	an	unpublished	study	entitled	‘Essay’	first	performed	in	Buffalo	in	April	1965	by	Vinko	
Globokar	(Halyard	2007).	



	 35	

complex	system	is	inherent	the	unfeasibility	of	its	realisation	to	the	full	extent.	Friction	and	conflicts	

between	 ‘impossible’	 and	 ‘possible’,	 between	 musical	 idea	 and	 musical	 practice	 are	 not	 only	

explicitly	exposed	(as	in	previous	approaches)	but	their	potential	is	effectively	thematised	in	music	

(Craenen	argues	that,	 in	fact,	 the	thematization	of	the	body	 in	composition	 is	still	elusive	 in	the	

music	 of	 the	 1960s).	 Here,	 the	 musical	 idea	 is	 itself	 this	 conflict	 between	 abstraction	 and	

materialisation.		

We	have	mentioned	Berio’s	intentional	use	of	emotional	states	that	imply	anxiety	and	stress	in	the	

Sequenzas.	In	Xenakis’	and	Ferneyhough’s	approach,	this	idea	of	exploring	the	emotionality	of	the	

performer	 is	 intensified	with	a	slight	Romantic	aura.	 It	 shares	an	aim	for	 transcendence	and	for	

regarding	performance	as	a	process	of	 self-development	with	 the	Romantic	 tradition,	a	 form	of	

‘Bildung’	 (Cook	 2013,	 285)	 However,	 there	 is	 a	 fundamental	 difference	 between	 the	 ‘personal	

development’	of	the	Romantic	and	the	new	complexity	approaches,	which	is	the	fact	that	in	the	

latter,	the	proposal	for	self-development	is	made	from	the	‘outside’	or	by	an	‘outsider’:		

	
The	 almost	 unperformable	 score	 becomes	 the	 injection	 from	 the	 outside	 that	 is	 required	 to	 force	 the	

performing	body	past	the	limits	of	its	ability	and	bring	it	into	a	state	of	hypervirtuosity.	The	virtuosity	of	the	

performer	is	revealed	from	the	outside,	as	it	were,	rather	than	manifesting	itself	as	an	elusive	authority	of	the	

music-making	body.	Instrumental	virtuosity	becomes	a	compositional	concept	or	a	strategy	with	which	the	

composing	body	forces	access	to	the	performing	body	(Craenen	2014,	130,	underline	my	own).	

	

There	is	no	doubt	that	the	strategies	adopted	opened	up	a	whole	new	realm	of	musical	possibilities	

with	undeniable	artistry,	with	new	paths	both	in	composition	and	performance.	Our	aim	will	be,	

nevertheless,	to	try	to	understand	1)	in	this	context,	what	exactly	the	input	of	the	performer	is	or	
might	stand	for,	2)	what	implications	are	inherent	to	this	injection	from	the	outside	and	3)	what	it	

means	if	the	composing	body	forces	access	to	the	performing	body;		

Most	of	Ferneyhough’s	statements	point	towards	a	direction:	the	overwhelming	excess	of	detailed	

information	makes	it	clear	that	the	performer	has	to	make	choices	on	the	material	to	be	performed.	

Through	 these	choices	 they	are	 then	able	 to	 leave	 their	personal	mark	 in	 the	performance.	We	

could	probably	summarize	the	approach	in	a	few	words:	confronted	with	the	impossible	score,	the	

performer	has	no	choice	but	to	make	choices.	The	expression	forcing	access	to	a	body	necessarily	

implies	(a	certain)	violence	prompted	from	one	body	towards	another.	Even	if	there	is	a	permission	

and	a	seeking	for,	the	act	of	forcing	access	to	a	body	always	constitutes	a	violent	act	in	itself,	at	the	

edge	of	what	could	or	could	not	be	considered	a	violation	of	its	integrity.	There	is	no	doubt	that	the	

performing	body	makes	choices	in	this	context.	However,	we	could	also	argue	that	the	choices	of	a	

body	forced	through	could	probably	be	compared	to	a	basic	‘quest	for	survival’.		

There	is	no	space	for	a	machinal	performer	here,	and	the	composer’s	artistic	proposal	is	probably	

a	 reaction	 to	 this	machinal	 performer	 in	 a	 wider	 context:	 although	 sometimes	 it	 is	 difficult	 to	

acknowledge,	one	can	easily	observe	that	a	great	deal	of	performers	prefer	staying	in	a	comfort	

zone,	not	risking	too	many	new	experiences.	This	artistic	and	compositional	statement	might	have	
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a	bitter	flavour,	touching	an	exposed	wound:	the	compositional	proposal	can	expose	the	fact	that	

a	great	deal	of	performers,	if	not	explicitly	incited	to	make	substantial	choices,	most	probably	opt	

for	not	having	to	make	them	–	preferring	to	stay	and	to	play	within	a	well-known	safety	zone.	It	is	

an	extreme	and	complex	artistic	position	and	proposal,	that	of	the	composer	feeling	the	urge	to	

force	access	to	the	performing	body:	first,	this	reaction	of	the	composer	seems	to	touch	precisely	

on	the	aforementioned	fact	that	the	musical	performance	realm	is	still	mostly	characterised	by	its	

resistance	to	change	and	 its	reliance	on	the	well-known.	Second,	this	can	 legitimize	a	top-down	

relation	 from	 composer	 to	 performer,	 which	 can	 go	 beyond	 a	 paternalistic	 relation	 towards	 a	

conception	of	the	composer	as	a	kind	of	spiritual	guide,	who	can	afford	the	personal	development	

of	the	performer.	Third,	besides	legitimizing	this	relation,	the	first	point	makes	this	artistic	approach	

a	highly	pertinent	and	valuable	one.	And	 last,	but	not	 least,	making	general	assumptions	about	

groups	 (as	 we	 have	 been	 doing	 here,	 even	 if	 implicitly)	 is	 always	 problematic:	 it	 leaves	 the	

exceptions	behind,	erases	the	possible	diversity	and	instates	the	articulation	of	groups	against	each	

other	–	in	this	case	composers	towards	performers	and	vice-versa.	But	what	we	mean	to	analyse	
here	 is	not,	at	any	rate,	a	 ‘specific	behaviour	of	the	composers’	and	a	 ‘specific	behaviour	of	the	

performers’:	what	is	important	to	bring	to	the	foreground	(for	our	central	question	on	the	body	out	

of	law)	is	how	a	certain	kind	of	invisible	structural	and	systemic	violence	tends	to	install	itself	at	the	

heart	of	every	musical	approach	and	aesthetic.	

Although	it	predates	it	and	does	not	belong	exactly	to	the	range	of	composers	of	the	so-called	new	

complexity,	Xenakis’	perspective	has	an	important	relation	and	influence	to	issues	regarding	this	

forcing	 access	 to	 the	 body,	 where	 the	 body	 must	 be	 understood	 in	 its	 physical	 and	 mental	

dimensions.	Xenakis’s	music	draws	towards	a	kind	of	liminal	situation	in	performance,	which	David	

Schotzko	calls	the	character	of	‘drama’	in	Xenakis'	music,	aiming	at	the	‘empathy’	of	the	audience	

towards	 a	 ‘kathartic’	 moment.	 (Maierhofer-Lischka,	 2015).	 One	 of	 the	 strategies	 adopted	 is	

described	by	Maierhofer’s	essay	on	the	piece	Theraps	as	follows:		

By	increasing	strength	of	the	rhythmic	structure	(combined	with	less	movement	in	pitch),	Xenakis	draws	on	

the	psychophysical	effects	of	rhythms	to	bring	listeners-performers	in	trance.	[Jovanov	and	Maxfield	2011,	31-

33]	The	„meditative“	mind-state	a	performer	experiences	is	caused	mentally	by	concentration,	physically	by	

bodily	activation.	Biologically,	both	affect	the	oxygen	supply	to	the	brain	while	causing	emission	of	dopamines	

and	 adrenaline,	 a	mechanism	 that	 allows	 human	 beings	 to	 endure	 extreme	 strain.	 Thus,	 focusing	 on	 the	

rhythm	in	difficult	passages	helps	a	performer	to	overcome	pain	and	exhaustion	(Maierhofer-Lischka	2015,	4-
5).	

This	kind	of	accessing	the	‘inside’	of	the	body	and	mind	is	also	reinforced	by	Ferneyhough:	
Ferneyhough’s	‘Time	and	Motion	Study’	III	(1974)	uses	the	International	Phonetic	Alphabet	to	break	down	and	

recompose	the	texts	on	which	it	is	based,	and	it	sounds	as	if	something	similar	is	happening	to	the	performers	

when	 Ferneyhough	 refers	 to	 ‘notating	 the	 tension	 of	 the	 throat	muscles,	 position	 of	 the	 tongue	 and	 the	

shaping	 of	 the	 lips,	 etc.	 as	 separately	 –rhythmicized	 parametric	 strands’.	 That	 takes	 Rebelo’s	 and	Berio’s	

approach	to	the	next	 level.	 It	 is	as	 if	the	composer	is	bypassing	the	singer	as	a	person	and	instead	scoring	

directly	 for	 his	 or	 her	 vocal	 organs.	 But	 then	 Ferneyhough	 adds	 that,	 in	 this	way,	 ‘I	 was	 implying	 to	 the	
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performer	that	he	or	she	think	themselves	into	the	dynamics	of	the	simultaneity	as	such,	not	reproduce	a	more	

or	less	complex	action.	I	was,	above	all,	looking	to	generate	a	form	of	“mental	polyphony”	in	the	interpreters’	

minds’(Cook	2013,	282,	underline	my	own).	

	

Cook’s	remarks	and	Ferneyhough’s	statements	presented	in	bold	point	in	this	direction:	the	forcing	

of	the	body	has	further	implications	that	tend	to	bypass	the	personality	of	the	performer.	Craenen	

argues	that	in	Ferneyghough’s	music	the	manifestation	of	virtuosity	does	indeed	leave	the	necessary	

space	 for	 the	performer’s	personality	 (Craenen	2014,	129).	But,	 if	we	may	ask,	what	makes	 the	

necessary	space	for	the	performer’s	personality?	And	 is	there	such	thing	as	a	general	necessary	

space	that	can	be	common	for	every	performer?	And,	in	practise,	what	exactly	corresponds	to	the	

expression	of	the	performer’s	personality?	What	could	be	understood	here	as	personality?		

The	personal	mark	left	by	the	performing	body	tends,	in	fact,	to	be	somehow	depersonalized.	This	

characteristic	is	reinforced	by	the	words	of	Ferneyhough:	
	

	‘Performers	are	no	longer	expected	to	function	solely	as	optimally	efficient	reproducers	of	imagined	

sounds;	they	are	in	themselves	“resonators”	in	and	through	which	the	initial	impetus	provided	by	the	

score	is	amplified	and	modulated	in	the	most	varied	ways	imaginable’	(Ferneyghough	in	Cook	2013,	
282,	underline	my	own).	

	

The	ambiguity	of	Ferneyghoughs’	perspective	is	a	kind	of	back	and	forth	movement	regarding	what	

the	subjective	 input	of	 the	performer	should	or	could	stand	 for:	sometimes	his	approach	to	 the	

performer	seems	quite	depersonalising,	sometimes	it	is	a	theorisation	of	the	performer’s	freedom,	

and	sometimes	it	contrives	to	be	both	at	once	(Cook	2013,	282).		

However,	 the	 fact	 that	 the	 approach	 goes	 towards	 this	 idea	 of	 depersonalizing	 the	 performer,	

towards	 an	 idea	of	 bringing	 the	body	beyond	 the	personal	 or	 the	 subjective	 scope,	 brings	 very	

important	ideas	to	our	discussion,	even	if	paradoxically.	Because	this	means	that	the	focus	of	music	

is	not	directed	 to	 the	usual	 semiotic	dimensions	and	 the	usual	music	parameters,	 and	 that	 this	

compositional	approach	is	opening	up	the	space	for	the	energetic	impulses	that	lie	beyond	will	and	

conscience.	It	does	not	use	a	strategy	of	domestication	of	the	out	of	law	level	of	the	body,	instead	

it	develops	a	strategy	that	could,	in	a	way,	be	considered	the	opposite:	a	strategy	of	stirring	up	the	

body	through	this	injection	or	forcing	access,	a	strategy	of	overwhelming	the	body	so	that	the	out	

of	law	becomes	inevitably	tangible,	audible,	visible.	This	strategy	of	putting	the	body	in	an	extreme	

situation,	 through	 the	 over-complex	 and	 over-detailed	 score,	 a	 situation	where	 the	 performing	

body	must	seek	its	‘survival’	in	terms	being	able	to	deal	with	complexity	is,	we	have	to	accept,	a	

very	functional	composition	strategy:	it	brings	to	the	foreground	the	performing	body	as	a	body	we	

did	not	know	before.	

And	the	fact	is	that	performers	can	indeed	find	new	ways	through	music	and	performance	and	go	

beyond	their	usual	scope,	as	many	(myself	included)	seem	to	agree:		
	
Playing	Theraps,	I	feel	challenged	and	enriched	at	the	same	time.	Emptying	my	mind,	bursting	into	a	ball	of	

energy,	 this	 piece	 has	 a	 value	 that	 goes	 far	 beyond	 the	 Xenakis	 cliché	 into	 a	 life-changing	 experience	
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(Maierhofer-Lischka	2015,	8-9).	

But	 we	 ought,	 however,	 to	 reflect	 upon	 certain	 features	 of	 this	 relation.	 In	 this	 context,	 if	

depersonalisation	 happens,	 it	 arises	 most	 probably	 in	 an	 asymmetric	 relation:	 the	 composer	

depersonalises	the	performer.	And	most	of	the	time,	this	does	not	seem	to	work	the	other	way	

around,	even	if	we	might	say	that,	through	this	strategy,	the	composer	loses	control	over	the	result.	

The	loss	of	control	might	be	relative	in	a	context	where	he	(more	often	than	not	it’s	still	him,	rather	

than	her)	is	still	the	one	who	decides	over	what	parameters	he	has	control	and	the	ones	he	has	not.	

However,	a	symmetric	depersonalisation	of	composer	and	performer	can	also	happen	in	a	context	

where	the	composer	also	loses	(some)	control	over	what	he	controls	or	not27.		
Another	 problematic	 statement	 is,	 again,	 the	 already	 stated	 presentation	 of	 the	 work	 by	 the	

composer	as	a	proposal	for	the	personal	development	of	the	performer.		

	
One	 of	 the	 fundamental	 values	 of	 this	 culture,	 which	 is	 a	 commitment	 to	 transcending	 ‘the	

conventional	 wisdom’	 to	 which	 Ferneyhough	 referred,	 a	 process	 of	 self-development	 as	 both	

musician	and	person	that	is	structured	around	the	constant	re-evaluation	of	what	it	is	to	play	your	

instrument	(Cook	2013,	280).	

	

On	 the	other	hand,	 the	statement	 implies	 (probably	not	only	at	a	 subliminal	 level)	 that,	as	 said	
before,	the	composer’s	role	can	be	linked	to	an	idea	that	might	be	close	to	the	idea	of	a	spiritual	

guide;	that	the	performer	might	need	this	near	‘spiritual	guide’	from	the	outside	in	order	to	be	able	

to	 transcend	 their	perspectives	or	 capacities,	 that	 the	 composer	 can,	 if	 they	 so	desire,	 use	and	

abuse	their	demands,	since	they	are	protected	by	a	structural	and	systemic	social	construct	based	

on	the	idea	that	the	performer	is	considered	to	be	good	or	excellent	when	they	accept	every	new	

assignment	and	experiment	proposed.	This	structural	and	systemic	social	construct	says:	the	best	

new-music	performers	are	the	ones	who	do	everything	and	always	give	YES	as	an	answer.	

	

The	always	YES	answer	performers	have	been,	however,	the	small	exception	to	the	rule	and	the	

ones	praised	by	the	new	music	scene.	The	rule,	in	fact,	has	been	made	by	the	realm	of	performers	

who	always	give	NO	as	an	answer	(and	who	work	towards	the	music	of	the	past).	The	zone	between	

NO	 and	 YES	 has	 been	 growing	 over	 the	 last	 decades,	 but	 for	 a	 very	 long	 time	 it	 was	 almost	

inexistent,	making	the	musical	and	performance	scene	very	compartmentalized	(not	to	mention	

the	 other	 niches	 of	 early	 music,	 historically-informed	 performance,	 etc).	 It	 is	 striking	 and	 very	

relevant	 to	observe	 that	 the	always	YES	and	 the	always	NO	performers	 correspond	 to	opposed	
perspectives	 in	 performance,	 but	 that	 they	 function	 mostly	 in	 the	 same	 authoritative	 model	

towards	the	musical	idea	as	conceived	by	the	composer.	

	

Dissecting	the	bodies,	we	confirm	that	the	incisions	of	the	machine	proliferate	from	the	Romantic	

to	the	new	complexity	virtuosities.	The	machine	carves/incises	the	bodies	in	different	places	with	

																																																								
27	This	might	be	a	fruitful	discussion	to	pursue	in	a	different	context.		
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different	 procedures,	 different	 accuracies,	 different	 timings,	 and	 through	 different	 types	 of	

violence.	

Another	main	issue	to	be	considered	in	all	these	virtuosity	ideals	is	that,	although	in	very	different	

ways,	 there	 is	 an	 ontological	 and	 stable	 conception	 of	 the	 performer	 as	 a	 mediator	 between	

realities	(inside	and	outside)	and	as	a	kind	of	resonator	for	another	reality,	an	outside	realm.	We	

could	probably	say	that	Ferneyghough’s	view	of	the	performer	as	resonator	might	not	be,	after	all,	

a	statement	that	that	comes	out	of	the	blue:	in	fact,	 it	 is	possible	that	this	corresponds	in	many	

different	 ways	 and	 aesthetics	 to	 the	 different	 conceptions	 of	 Western	 performers	 ever	 since.	

Obviously,	the	conception	of	the	performer	as	mediator	and	resonator	for	another	reality	of	the	

Romantic	and	structuralist	approaches	was	very	different:	as	Craenen	argues	in	another	context,	

strict	discipline	seems	to	function	in	the	tonal	realm	as	a	resonator	for	the	music	of	‘somewhere’	

and	where	resistance	to	the	instrumental	body	seems	to	have	been	overcome,	the	body	disappears	and	the	

medium	comes	into	view.	A	music-making	body	as	a	transparent	medium	becomes	music	itself.	Or	perhaps	

vice-versa:	in	a	medium	without	resistance,	music	is	made	flesh.	In	becoming	simultaneously	fluid	and	flesh,	

experiences	 of	 magical	 presence	 can	 occur:	 the	 virtuoso	 transcends	 his	 or	 her	 real	 spatial	 existence	 by	

embodying	a	“not-here”	in	sound.	

The	Romantic	body	resonating	the	sublime;	the	Werktreue	body	resonating	the	abstract	musical	

idea	and	 ‘work’;	Berio	exposing	the	body	as	a	somehow	explicit	mediator	and	resonator	 for	the	

musical	idea	and	‘work’;	the	new	complexity	truly	conceiving	mediation	and	the	resonator	body	as	

music	thematization:	all	these	conceptions,	although	very	different,	rely	on	the	same	stable	ground.	

What	 is	 truly	 new	 in	 Ferneyhough	 is	 the	 fact	 that	 mediation	 and	 resonance	 are	 explicitly	 and	

intensively	exposing	that	different	bodies	not	only	have	different	personalities,	but	also	different	

resistances,	different	nerves,	different	inherent	energies,	impulses,	etc,	that	are	not	controlled	by	
will,	intention	and	emotional	expression.	In	short:	they	are	exposed	in	this	context	as	being,	in	fact,	

singular	resonators	and	mediators.		

	

	

Dissecting	the	subjective	body	in	new	Performance	Studies	
	

It	is	however	important	to	mention	that	new	Performance	theories	–	and	we	will	focus	on	Nicholas	

Cook’s	 point	 of	 view	 –	 bring	 to	 the	 foreground	 this	 mediation	 problem	 and	 demand	 another	

conception	 of	 musical	 meaning.	 Not	 conceiving	meaning	 as	 inscribed	 within	 the	 score,	 and	 as	

something	 which	 is	 supposed	 to	 be	 revealed	 by	 the	 performer,	 meaning	 is	 seen	 as	 a	 process	

unfolded	by	performance.	The	score,	in	turn,	is	no	longer	regarded	as	a	sacred,	complete	and	closed	

text	 to	be	reproduced,	and	structure	and	an	 idea	of	objectivity	are	no	 longer	considered	as	 the	

highest	parameters	that	outline	and	define	the	perspective	of	performance.	Therefore,	the	score	is	

approached	more	in	the	sense	of	a	script,	or	a	set	of	instructions,	and	the	subjective	input	of	the	

performer	is	not	only	welcome,	but	somehow	self-evident.	Furthermore,	the	concept	of	musical	

work	is	no	longer	regarded	as	a	closed	and	fixed	identity,	but	in	line	with	Lydia	Goehr’s	idea	of	work	

as	a	 regulative	 concept	 subject	 to	 historical	 change	 rather	 than	 a	 timeless	 ontological	 principle	
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(Goehr	in	Cook	2013,	23)	and	a	way	of	thinking	about	music	and	structuring	its	practice,	that	fulfils	

a	normative	function	(idem,	22).	The	new	way	of	approaching	musical	work	in	Performance	Studies	

does	not	rely	on	the	idea	of	an	existing	fixed	set	of	feature(s)	or	structure(s)	that	identify	the	musical	

work	 and	 distinguishes	 it	 from	 all	 others.	 Instead,	 it	 brings	 to	 discussion	 concepts	 such	 as	

Wittgenstein’s	idea	of	family	resemblances:	not	all	members	of	a	family	will	share	Uncle	Edwin’s	

nose,	but	some	will,	and	those	who	don’t	will	share	other	features	such	as	Aunt	Alice’s	chin	–	so	that	

looked	at	in	the	round,	we	can	see	everyone	is	related	(Cook	2013,	241).	Until	now,	the	concept	of	

work	was	completely	independent	of	performance,	and	performance	was	not	taken	into	account	

for	matters	of	its	conception	and	discussion.	From	this	point	of	view,	different	performances	are	

not	only	taken	into	account,	but	they	constitute	a	great	deal	of	the	ensemble	or	family	of	referents	

that	 will	 determine	 the	most	 or	 least	 common	 features	 of	 a	musical	 work.	 Another	 important	

reference	to	the	new	concept	of	musical	work	 is	the	bridge	made	towards	the	aural	tradition	in	

storytelling.	Regarding	the	story	of	Cinderella,	Cook	states	of	Barbara	Herrnstein	Smith	(1980):	For	

any	particular	narrative,	there	is	no	single	’basically’	basic	story	subsisting	beneath	it	but,	rather,	an	

unlimited	number	of	other	narratives	that	can	be	‘constructed’	 in	response	‘to	it	or’	perceived	as	

related	‘to	it’’	(Smith	in	Cook	2013,	241).	

These	new	 insights	are	very	 important	 in	 the	perspective	of	an	emancipation	of	 the	 role	of	 the	

performing	body	towards	the	musical	idea	and	composer.	Cook’s	point	of	view	is,	in	this	context,	

an	 extremely	 important	 one	 and	 opens	 many	 new	 perspectives	 for	 the	 emancipation	 of	 the	

performing	body.	But	there	still	is	a	main	question	which	is	difficult	to	overcome,	which	relates	with	

an	ontology	of	performance	 that	 is	 still	 stuck	 to	 the	dialectic	of	 subjectivity	and	objectivity	and	

somehow	with	 the	 ‘making	 human’	 subject.	 As	we	 have	 seen,	 objectivity	was	 a	 ‘false	 step’	 for	

thinking	musical	performance:	an	undermined	concept	(even	by	science)	which	revealed	itself	as	a	

social	construct.	This	social	construct	seemed	then	to	correspond	more	to	a	dimension	of	style,	

erased	 from	 the	musical	 speech	 in	order	 to	establish	 the	 former	 idea	of	 ‘one-right-perspective-

possible’.	 Going	 back	 to	 the	 subjectivity	 of	 the	 performer	 seems	 to	 be	 the	way	which	 is	 being	

opened	 again	 by	 Performance	 Studies,	 but	 it	 can	 easily	 get	 stuck	 to	 the	 same	 logic.	 The	main	

problem	seems	to	be	how	to	find	a	way	to	go	beyond	subjectivity	and	objectivity	and	think	beyond	

the	usual	scopes.	In	this	sense,	Lucia	D’Errico	describes	the	new	performance	practices:		

	
an	interpreter	allows	him-	or	herself	to	add	an	emotional	qualification	to	the	factual	text.	He	or	she	

narrativises,	linearises,	endows	with	meaning—even	possibly	including	meanings	that	differ	from	the	

ones	allegedly	attributed	to	the	piece	by	the	composer.	But	he	or	she	also	disrupts	the	linear	factuality	

of	 the	score	through	an	emotional	 level	of	meaning.	The	 interpreter	enacts	the	dialectic	dialogue	

between	subjectivity	and	objectivity.	He	or	she	is	alert	to	the	body’s	functional	autonomic	responses	

to	the	narrative	expectations	raised	by	the	text.	The	interpreter	“breathes”	with	the	musical	work;	

he	or	she	gives	a	pounding	“heart”	to	the	text.	At	the	same	time,	the	task	of	the	interpreter	fails	to	

address	intensity:	he	or	she	is	unaware	of	a	level	of	the	body—and	of	the	body	of	the	text—that	acts	

and	reacts	too	fast	for	consciousness	to	readdress	it	into	coherence,	and	for	the	functional	body	to	

be	moved	 by	 it.	 An	 interpreter	 must	 interiorise	 a	 text.	 Being	 assimilated,	 the	 text	 finds	 a	 place	
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alongside	 the	 coordinates	 of	 anatomy	 (Euclidean	 bodily	 interfaces)	 and	 the	 axis	 of	 autonomic	

functions	(heartbeat	and	breathing,	expectation	and	emotion)	(D’Errico	2018,	164).		

	
This	level	of	the	body,	that	acts	and	reacts	too	fast	for	consciousness	to	readdress	it	into	coherence,	

which	the	performer	seems	to	fail	to	address	in	this	performance	approach,	seems	to	be	somehow	

implicitly	 present	 in	 the	 new	 complexity	 perspective.	 The	 strategies	 that	 were	 used	 by	 the	

composer	 to	 access	 it	 seem	nevertheless	 to	 be	 just	 a	 little	 part	 of	 a	 great	 potential	 of	musical	

possibilities.	

	

But	what	is	this	level	of	the	body	and	how	can	we	access	it?		

A	possible	answer	is:	one	way	to	access	it	 is	to	force	access	through	a	strategy	of	overwhelming	

through	the	over-complex	score.		

But	can	 there	be	other	compositional	or	performative	strategies	 for	unleashing	 this	 level	of	 the	

body?	 And	 how	 can	we	 conceive	 virtuosity	 as	 an	 intense	 self-reflective	 practice	 that	 does	 not	

necessarily	need	to	be	this	‘forcing	access	to	the	performing	body’	by	an	outsider	body	and	over	

complex	semiotic	input	(through	a	composer/	performer	relation	that	can	be	asymmetric)?		

And	 how	 can	 we	 go	 beyond	 these	 paradigms	 of	 outside/inside,	 idea/incorporation,	

composer/performer?		

How	can	we	think	in	new	terms,	beyond	the	usual	scope	of	subjectivity	and	objectivity,	and	beyond	
the	dialectics	of	composer/performer?		

And	how	can	we	conceive	new	paradigms	of	composer-performer	that	go	beyond	the	personal	or	

subjective	 expression,	 characteristic	 not	 only	 of	 the	 Romantic	 period,	 but	 also	 of	 current	 pop	

culture?	(in	other	ways	and	aesthetics,	setting	aside	virtuosity	and	focusing	on	a	‘natural’	body	and	

‘authentic’	body	expression).		

These	were	some	of	the	main	questions	that	arose	from	my	practice	and	research.	Our	aim	will	be	

to	try	to	find	or	to	forge	directions	in	order	to	answer	these	questions.	The	following	chapter	will	

then	try	to	touch	or	capture	this	level	of	the	body	through	different	authors	and	perspectives,	and	

as	much	as	possible,	it	will	explore	how	it	(in)operates.	We	will	understand	that	all	authors	brought	

to	this	context	tend	conceive	of	the	body	beyond	dualities	and	that	all	open	up	similar	(although	

different)	conceptions	of	a	disruptive	level	of	the	body.		
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III. THE	BODY	AS	ITS	OUTSIDER(S)	

1. Abolishing	the	box		
	

The	centrality	and	ubiquity	of	the	role	of	the	‘body’	can	be	regarded	as	a	general	tendency	in	the	

new	 music	 scene	 since	 the	 post-war	 era.	 The	 standpoint	 we	 arrived	 at	 is	 no	 longer	 one	 that	

approaches	music	as	the	art	of	ineffable28,	but	one	that	starts	to	acknowledge	the	body	as	having	

an	extremely	important	role	in	the	musical	process,	acknowledging	musical	gesture	as	the	multi-

modal	event	where	musical	meaning	is	created.	But	it	is	my	claim	that	the	scope	of	this	role	can	go	

much	further	and	open	up	to	other	conceptions	both	of	the	bodies	and	of	musical	creation.	The	

body	 is	 not	 a	 stable	 ground	 on	 which	 one	 can	 create	 anew.	 The	 body	 is	 in	 each	 moment,	

continuously	 (re)creating	 itself,	disintegrating,	modulating,	discovering	 itself,	 undermining	 itself,	
surprising	itself.	There	is	no	way	we	can	accurately	predict	this	process:	we	cannot,	however	hard	

we	try,	overcome	Spinoza’s	ultimate	 ‘question’:	no	one	knows	what	a	body	can	do…	(Spinoza	 in	

Assis	2018,	25).	

In	 the	 process	 of	music-making,	Western	 Art	Music	 (WAM)	 has	 put	 all	 its	 effort	 in	 giving	 clear	

‘answers’	to	this	question,	establishing	performance	and	virtuosity	paradigms	and	ideals	through	

times.	But	establishing	defined	paradigms	for	the	performing	body	means	giving	clear	answers	to	a	

question	which	 cannot	 be	 clearly	 answered.	 It	 implies	 simplifying	 complexity,	 reducing/erasing	

dimensions	or	 important	 layers	of	an	 issue.	WAM	has	not	been	able	to	clearly	encompass	other	

dimensions	of	the	body	and	consequently,	other	conceptions	of	musical	creation.	

Presumably,	the	problem	is	that	the	discussion	has	been	had	exclusively	from	the	point	of	view	of	

the	explicit	knowledge	towards	the	organised,	signifying	body	and	its	intentional,	narrative	realm.	

The	issues	in	discussion	are	mostly	related	to	what	we	can	control,	and	how	we	can	control,	how	

we	can	control	better,	finding	bridges	or	building	new	ones,	linking,	integrating,	pulling	together.	

These	are	of	course	essential	tools	and	perspectives	for	rendering	possible	any	acts	of	creation	and	

innovation:	without	them	all	that	would	remain	would	be	pure	entropy…		

But	what	is	probably	still	missing	is	an	in-depth	discussion	on	the	dimensions	of	the	body	and	of	the	
music	that	we	cannot	control,	in	order	to	understand	that	they	are	beyond	the	usual	notions	and	

dichotomies	of	control/out	of	control	and	beyond	the	notions	of	inside/outside.	What	is	then	still	

missing	is	a	discussion	on	finding	different	ways	of	dealing	with	the	body	and	with	the	body	of	music	

that	do	not	approach	their	out	of	 law	 level	as	a	totally	unbridgeable	beyond,	on	finding	ways	of	

understanding	this	level	as	a	level	pertaining	to	the	realm	of	the	body	and	of	the	music.	Finally,	this	

discussion	 is	 urgent	 because	 we	 don’t	 have	 the	 vocabulary	 for	 these	 dimensions	 that	 play	 an	

extremely	important	role	in	the	musical	process:	it	is	crucial	to	find	ways	to	forge	a	vocabulary	and	

to	understand	that	this	realm	of	the	body	and	of	the	music	can	function	through	different	but	quite	

specific	logics	of	relation,	time	and	space.		

																																																								
28	This	statement	might	be	valid	in	the	context	of	music	academia.	However,	as	we	have	seen	in	previous	chapters,	the	
philosophical	discourse	(and	mainstream	opinion)	about	music	is	still	very	often	entangled	with	an	ontology	of	music	that	
is	based	on	this	immaterial	and	ineffable	essence	and/or	natural	order.	
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The	body	has	been	thought	about	and	approached	mainly	through	the	installed	paradigm	of	the	

composer/performer	 dichotomy	 since	 the	 beginning	 of	 20th	 century,	 a	 paradigm	 which	 surely	

opened	up	the	most	outstanding	doors	for	musical	creation	and	performance.	Nevertheless,	the	

opening	 of	 certain	 doors	 led	 (probably,	 as	 always)	 to	 the	 closing	 of	 others:	 it	 imposed	 a	 strict	

dichotomy	between	musical	idea/musical	practice,	outside/inside,	widening	the	gap	between	the	

roles	of	composer	and	performer.	These	roles	got	then	either	associated	to	the	role	of	creation	of	

meaning	(the	former)	or	reproduction	of	meaning	(the	latter).	Although	the	performing	body	began	

to	be	assigned	progressively	as	musical	material	or	even	as	musical	subject	in	the	music	vanguards	

of	 the	post-war,	 the	body	has	still	been	mostly	approached	 through	 the	 lens	of	 this	dichotomic	

paradigm	and	top-down	relation.	A	completely	new	situation	emerged,	as	Craenen	(2014,	130)	puts	

it:	the	virtuosity	of	the	performer	is	revealed	from	the	outside,	as	it	were,	rather	than	manifesting	

itself	 as	 an	 elusive	 authority	 of	 the	 music-making	 body.	 Instrumental	 virtuosity	 becomes	 a	

compositional	concept	or	a	strategy	with	which	the	composing	body	forces	access	to	the	performing	

body.	This,	along	with	other	aesthetic	motivations,	enabled	important	achievements	regarding	the	
emancipation	of	the	role	of	the	body	in	musical	creation	in	Western	Art	Music	since	the	post-war	

era.		

Giving	contiguity	to	Assis’	claim	regarding	the	revolutionary	potential	of	 the	somathemes	–	 that	

probably	other	revolutions	of	the	music-making	body(ies)	are	still	to	be	made,	I	would	say	that	they	

will	certainly	ask	for	new,	more	encompassing	and	non-normative	conceptions	both	of	the	body	

and	of	music,	certainly	forging	new	potential	for	musical	creation.	For	this,	we	will	probably	have	

to	think	away	from	dichotomies	and	notions	of	inside	and	outside:	not	thinking	the	body	from	the	

‘inside’	any	more,	as	 in	the	 inner	and	subjective	quest	of	the	Romantic,	nor	thinking	 it	 from	the	

‘outside’	 as	 in	 the	mostly	 ‘objective	 and	 structuralist’	 20th	 century	paradigm.	New	Performance	

studies	brought	very	important	new	insights	regarding	the	concepts	of	musical	work	and	creation	

of	meaning,	trying	to	go	against	the	claimed	‘objectivity’	of	the	werktreue	ideals,	but	they	oppose	

them	within	the	same	logics	of	duality,	calling	for	the	subjectivity	of	the	performer	–	the	intentional,	

the	emotional,	the	personal	narrative.	It	is	probably	all	about	the	old	quiz	of	the	box:	in	order	to	go	

further	is	not	enough	to	think	outside	the	box,	it	is	required	to	abolish	the	box	itself.	

	

2. Towards	a	disruptive	level	of	the	body	–	through	three	clusters	of	authors	
	

Research	led	me	towards	three	recent	clusters	of	authors	that	try	to	forge	new	conceptions	for	the	

body	 and	 also	 for	 musical	 creation.	 They	 include	 perspectives	 from	 philosophy	 (with	 some	

incursions	 in	science)	and	musical/artistic	 research;	having	been	 independently	developed,	 they	

have	no	apparent	connection	between	them:	each	of	them	does	not	make	clear	reference	to	one	

another.	But	in	the	end	we	find	the	most	interesting	and	surprising	intersection	and	tangent	points.	

We	shall	start	by	acknowledging	that	although	very	differently	formulated,	all	three	clusters	open	

for	 a	 conception	of	 a	disruptive	 level	of	 the	body,	 as	 a	 level	outside	 subjective	 control	 and	 the	
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linearity	of	space-time	–	an	‘outside’	level	that	is	however	conceived	as	belonging	to	the	realm	of	

the	body.	And	we	can	continue	taking	in	consideration	features	that	are	shared	by	all	these	different	

formulations:	 first,	 it	 is	 approached	 as	 a	 level	 that	 calls	 into	 question	 the	 duality	 in	 notions	 of	

outside	/inside	and	a	level	we	cannot	clearly	reach	or	focus	on:	it	does	not	stay	in	place,	it	cannot	

be	expected	in	a	specific	linear	time	point	or	space	and	when	it	happens	to	emerge,	it	does	so	in	a	

glance,	in	a	microtime	frame,	but	opening	new	and	non-linear	conceptions	of	space-time.	It	seems	

therefore	 to	 be	 a	 level	 of	 the	 body	 that	 escapes	 logic	 of	 sense	 and	 instead	 follows	 a	 logic	 of	

sensation:	an	autonomous	level	of	the	body	that	does	not	relate	to	the	narrative,	semiotic	realm	in	

a	logic	of	expectation,	a	level	that	is	itself	disruption	towards	this	same	narrative	or	semiotic	realm.	

It	seems	however	that	it	can	establish	other	different	kinds	of	relations	to	this	realm,	something	we	

will	try	to	investigate	further	on.	Last	but	not	least,	it	is	most	important	to	refer	that	the	different	

disruptive	levels	of	the	body	formulated	in	the	three	clusters	should	not,	at	any	rate,	be	mistaken	

for	any	kind	of	mystic	conception	of	the	body	or	even	for	a	raw	domain	of	the	body	that	could	stand	

for	a	kind	of	‘naturalised’	or	pre-evolutional	state,	in	a	logic	of	dualism	of	culture	vs.	nature.	We’re	
approaching	a	 level	that	seems	to	relate	to	every	kind	of	function	of	the	brain,	higher	functions	

included.		

But	besides	the	 importance	of	 the	different	conceptions	of	a	disruptive	 level	of	 the	body,	other	

neighbouring	features	brought	up	by	these	clusters	are	crucial	 to	take	 into	consideration	 in	this	

context:	 first,	 an	 idea	 that	 completely	 opposes	 sonotropism	 and	 which	 brings	 the	 process	 of	

making/performing	music	as	a	process	of	 ‘embodying’	–	 through	an	 interpretation	and	effiction	

process	that	generates	phantom	limbs	(Szendy);	or	through	a	transduction	process	that	 in-forms	

new	 individualities	 (Assis).	 Second,	 all	 three	 clusters	 make	 formulations	 of	 a	 kind	 of	

‘communication’	 which	 does	 not	 operate	 in	 a	 logic	 of	 transmission/assimilation	 of	 a	 semiotic	

content	–	Szendy	refers	to	‘a	form	of	telepathy’;	Assis	and	D’Errico	call	for	a	‘mode	of	affection’;	

and	Gil	 refers	 to	Paxton’s	 contact	 improvisation	as	 a	process	where	osmose	of	 the	unconscious	

movements	occurs.	And	last,	but	not	least,	it	becomes	evident	that	Barthes’	writings	on	Schumann’s	

music	and	his	concept	of	a	beating	body	will	be	determining	for	the	formulation	of	this	dimension	

through	each	of	the	three	clusters.		

The	 first	 cluster	 brings	 together	 the	 authors	 Jean-Luc	Nancy	 and	 Peter	 Szendy	 (with	 important	

references	 to	Nietzsche	and	Barthes),	 and	will	 formulate	a	disruptive	 level	of	 the	body	 through	
Nancy’s	concept	of	areality.	Music	performance	as	a	process	of	embodying	is	formulated	by	Szendy	

through	the	concept	of	effiction,	a	process	that	gives	rise	to	the	formation	of	phantom	limbs,	and	

which	resonates	some	of	Nancy’s	ideas	(the	body	seen	as	a	becoming	body,	as	a	continuous	process	

of	partes	extra	partes)	as	well	as	Nietzsche’s	formulation	of	interpretation	as	formation	of	organa.		

The	 second	 cluster	 will	 be	 formulated	 through	 the	 ideas	 of	 Paulo	 de	 Assis	 and	 Lucia	 D’Errico	

(bringing	up	Brian	Massumi,	Gilbert	Simondon,	Gilles	Deleuze,	with	a	big	emphasis	on	Barthes),	

calling	forth	the	disruptive	level	of	the	body	through	Massumi’s	concept	of	intensity	as	affect,	and	

conceiving	musical	performance	as	 in-formation	and	topological	experience	through	Simondon’s	

concept	of	transduction.	
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In	a	third	cluster,	and	through	Paul	Craenen’s	approach,	we	will	outline	a	disruptive	 level	of	the	

body	 through	 Craenen’s	 interpretation	 of	Manfred	 Clynes	 ‘double	 stream	 theory’	 and	 Barthes’	

beating	body.	We	will	try	to	enlarge	the	scope	of	‘impact’	of	the	disruptive	level	to	a	more	practical	

context	of	music	creation,	and	try	to	find	compositional	strategies	for	bringing	this	dimension	of	

the	body	and	of	the	music	to	the	foreground.	Through	Craenen’s	concept	of	body	as	zero	point,	and	

its	 relation	to	Steve	Paxton’s	small	dance	we	will	call	upon	José	Gil’s	writings	on	Steve	Paxton’s	

small	dance	through	Deleuze’s	concept	of	virtuality.		

Ultimately,	through	the	input	of	artistry	or	musical	practise	developed	throughout	the	trilogy	and	

previous	research,	we	will	begin	to	outline	other	perspectives	both	for	the	music	bodies	and	for	the	

senses	in	the	context	of	this	research.	A	body	listening	will	begin	to	be	shaped	through	the	concept	

of	listening	|	the	open.		

	

3. THE	BODY	AS	ITS	OUTSIDER(S)	I.	(Nancy/Szendy)	
	

‘AREALITY’	–	The	body	‘ex-tended’/	‘exscribed’	(Nancy)	

Nancy	refers	the	body,	through	his	 idea	of	areality	 (aréalité),	as	an	extended	and	non-mediated	

concept,	as	a	body	to	which	a	level	of	a	suspended,	‘areal’	reality	belongs:	the	body	is	described	as	

having	a	lack	of	reality	which	is	real.		

For	Nancy,	this	body	is	not	a	given	and	its	meaning	is	not	exactly	transcendent	nor	immanent:	there	

is	no	mistery	to	be	revealed,	nothing	to	decipher,	the	body’s	cipher	is	the	body	itself.	(Nancy	2008,	

142).	Meaning	is	not	to	be	found	outside	the	realm	of	the	concept	of	body.	Instead,	meaning	can	

be	regarded	as	the	process	of	making-body	itself:	the	body	is	always	approached	as	a	becoming-

body	or	a	body-becoming	and	it	is	this	process	that	produces	meaning,	or	even,	it	is	this	process	

that	is	itself	regarded	as	meaning.	The	body	is	not	seen	as	a	mediator	between	an	outside	and	an	

inside,	since	it	 is	not	regarded	as	the	incarnation	of	a	transcendence	or	of	a	spirit	as	in	the	logic	

imprinted	in	hoc	est	enim	corpus	meum.	But	the	fact	that	it	is	not	regarded	as	a	mediator	between	
outside	and	inside	does	not	mean	that	the	body(ies)	are	conceived	as	a	closed	entity(ies):	these	

body(ies)	 are	 not	 localisable	 matter	 in	 linear	 space.	 Instead,	 they	 are	 approached	 as	 being	

themselves	 the	 spacing,	 the	 opening:	body(ies)	 are	 the	plasticity	of	 expansion	 itself	 (idem	156).	

Rather	 than	 conceiving	 the	 body(ies)	 as	 body(ies)	 in	 space,	 Nancy	 conceives	 the	 bodies	 as	 the	

space(ing)	 itself,	 as	possibilities	 for	 spacing.	 Thought	as	 a	more	encompassing	 concept,	Nancy’s	

body(ies)	imply	this	extension,	or	better,	this	ex-tension	or	displacement,	designated	as	areality:	

‘Areality’ is an antique word, signifying the nature or specificity of an ‘aire’ (“area”). By chance, this word also 
serves to suggest a lack of reality, or rather a slight, faint, suspended reality (...). But this faint reality makes the 
whole ‘areal real’, where the so called archi-tectonics of bodies is played out and articulated (…). The real, as 
areal, merely reunites the ‘infinity’ of maximal existence (…) with the ‘finite’ absolute of an areal horizon.	 
This “reunion” is not a mediation: and what ‘body’ means, what body means and provides for thought, is only 
‘this’, that there’s no mediation ‘here’. The finite and the infinite do not pass into one another, they do not 
dialecticize each other, or sublimate the place to a point, or concentrate areality into a substractum. ‘Body’ has 
this sense, but this sense must, in turn, be subtracted from signifying dialectic: ‘body cannot mean body’s real 
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sense beyond body’s reality horizon’. “Body” must therefore make sense ‘right’ at extension (including the 
extension of the ‘word body’…) (Nancy, 2008, 77). 
	

This	suspended	reality	of	the	body	is	regarded	as	real,	as	belonging	both	to	reality	and	to	the	realm	
of	what	body(ies)	‘are’.	This	can	mean,	again,	that	the	notions	of	inside	and	outside	are	called	into	

question:	this	suspended	reality	as	the	outside	realm	of	the	body	is	regarded	as	belonging	to	the	

inside	 of	 the	 realm	 of	 the	 concept	 body.	 It	 is	 interesting	 to	 note	 that	 this	 suspended	 reality	 is	

formulated	 through	 a	 starting	 point	 that	 acknowledges	 the	 impossibility	 of	 writing	 the	 body.	

Nevertheless,	this	impossibility	of	encompassing	the	body	through	signification	does	not	conceive	

the	body	as	a	beyond.	In	order	to	consider	areality	as	an	outside	that	belongs	to	an	inside	of	the	

body,	 this	 intangible	 character	 of	 the	 body	 gains	 a	 certain	 subtle,	 faint,	 tangibility:	 although	

suspended,	areality	 is	again	regarded	as	real,	as	belonging	to	reality.	 In	writing,	Nancy	says,	 the	

body	is	left	outside	the	semiotic	realm:	it	can	only	be	excribed,	touched	but	left	outside	the	semiotic	

text,	 as	 a	 suspended	 reality	of	 the	 text,	 as	 its	areality.	 The	excripted	body	 cannot	 therefore	be	

encompassed	 through	 signification,	 but	 is	 conceived	 as	 a	 reality	 that	 can	 possibly	 be	 touched,	

sensed.		

But	this	sense	of	 the	body	that	seems	to	relate	to	the	dimension	of	exscription	appears	to	be	a	

sense	which	fails	to	make	sense:	described	(Nancy	2008,	116)	as	a	mute,	closed,	autistic	sense	(…)	

as	 an	 autism	 without	 an	 autos	 and	 with	 no	 “self”	 this	 sense	 is	 not	 only	 a	 sense	 for	 sensing	
discontinuity	of	 sense/meaning,	but	a	sense	which	 is	disruption	of	meaning	 itself,	discontinuity.	

This	disruptive	sense	or	this	sense	as	disruption	is	then	theorized	as	a	breakthrough	[effraction],	as	

a	 suspension:	 the	 “fundamental”	 suspension	 of	 sense	 (idem,	 124).	 This	 ‘sense’	 that	 is	 put	 in	

suspension	and	undermined	by	the	breakthrough	is	the	linear	logic	of	sense	and	the	dimension	of	

signification.	 Suspending	 the	possibility	 of	 continuity,	 of	 narrative	 linearity,	 the	breakthrough	 is	

then	described	by	Nancy	as	having	a	somehow	seismic	character,	through	his	formulation	of	the	

body	as	the	architectonics	of	sense	(idem,	125).	This	mute	sense,	out	of	judgement	and	out	of	the	

‘subjective	 realm’	 is	 then	presented	 in	a	 context	where	 the	usual	 senses,	 their	boundaries,	and	

limits	are	always	being	called	into	question.		

	
And	why	not	senses,	also,	without	names,	senses	we	don’t	sense,	or	not	as	senses,	like	the	sense	of	duration,	

or	of	time	passing?	Or	even	the	sense	of	the	spacing	of	the	senses?	Or	the	sense	of	pure	ex-tension?	Of	ex-

istence?	(idem,	131).	Nancy	speaks	then	of	an	‘open’	sense	(as	significance)	of	the	body	as	“sensory”	senses	

are	–	or	rather,	opened	‘by’	their	opening,	exposing	their	being-extended	–	a	significance,	itself	spacing,	of	

spacing	(idem,	172).	

	

It	 could	 be	 very	 pertinent	 to	 link	 this	 idea	 of	exscription	 of	 the	 body	 to	 our	 theme	of	 Barthes’	

experience	of	a	beating	body	through	Schumann’s	music:	a	body	which	is	not	to	be	found	in	the	

score,	 nor	 in	 any	 structure	 or	 theoretical	 analysis,	 but	 which	 seems	 to	 be	 ‘sensed’	 or	 touched	

beyond	the	usual	senses,	by	Barthes,	as	playing	a	most	essential	role	in	the	music.	Exscription	of	

the	body,	and	the	opening	of	the	senses	to	other	kinds	or	dimensions	of	senses,	as	conceived	by	
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Nancy,	would	then	be	a	possibility	for	explaining	this	beating	body	as	a	body	exscribed.	In	Corpus	

Nancy	does	not	refer	to	Barthes’	beating	body	specifically,	although	he	refers	to	his	writing	style.29	

	

Nancy	and	the	subject	‘as’	listening		
	

We	will	now	turn	our	attention	to	Nancy’s	formulation	of	meaning,	or	his	formulation	of	a	subject	

through	 listening.	A	subject	which	is,	according	to	the	author,	neither	a	phenomenological	nor	a	

philosophical	subject.	In	this	perspective	there	is	no	such	thing	as	a	dichotomy	between	a	subject	

who	listens	and	an	object	of	listening.	Listening,	as	a	relation,	constitutes	the	subject	itself,	so	that	

this	 ‘listening’	or	 this	 ‘subject’	are	again	 folding	notions	of	 inside	and	outside	 into	one	another:	

meaning	and	sound	share	the	space	of	a	referral	[renvoi]30,	in	which	at	the	same	time	they	refer	to	

each	other,	and	(…)	this	space	can	be	defined	as	the	space	of	a	self,	a	subject.	(Nancy	2007,	8).	The	

subject	is	this	referral31	that	is	also	regarded	as	sharing:	communication	is	not	transmission,	but	a	

sharing	that	becomes	subject:	sharing	as	subject	of	all	“subjects”	(Nancy	2007,	41).	In	this	notion,	

meaning	is	seen	as	communication	or	circulation	itself	(Nancy	2013,	20),	as	this	resonant	referral	

of	sound	in	every	direction	simultaneously.	But	one	of	the	most	relevant	ideas	of	Nancy’s	thought	

is	 the	 fact	 that	meaning	or	 resonance	arises	with	self-displacement	 (connected	with	the	 idea	of	

aréalité):	meaning	begins	where	presence	is	not	pure	presence	but	where	presence	comes	apart	[se	

disjoint]	in	order	to	be	itself	as	such.	This	"as"	presupposes	the	distancing,	spacing,	and	division	of	

presence.	(Nancy	2000b,	2).	The	listening	subject	is	therefore	an	in	between,	a	displacement:	there	

is	no	continuity,	but	contiguity.	This	means	that	as	a	between,	the	listening	subject	brings	to	the	

foreground	 the	 friction	 (as	 sound	 attack,	 etc)	 that	makes	 the	 distance	 and	 difference	 between	

surfaces	evident.	It	is	the	difference	and	distance	between	the	different	surfaces	in	touch	that	allow	

the	opening	and	spacing	of	the	sound	in	every	direction:	

(…)	but	the	law	of	touching	is	separation;	moreover,	it	is	the	heterogeneity	of	surfaces	that	touch	

each	other.	Contact	is	beyond	fullness	and	emptiness,	beyond	connection	and	disconnection.	If	"to	

come	into	contact"	is	to	begin	to	make	sense	of	one	another,	then	this	"coming"	penetrates	nothing;	

there	is	no	intermediate	and	mediating	"milieu."	Meaning	is	not	a	milieu	in	which	we	are	immersed	

(Nancy	2000b,	5).	

																																																								
29	Nancy	describes	Barthes’s	writing	style	as	a	style	where	the	very	production	(creation)	of	literature	is	offered	in	person	
and	 in	 body	 (memories,	 fragments,	 autobiography,	 theory),	 abandoned	 and	 bandaged,	 hyper-signifying	 as	 a	writer’s	
“‘throbbing	body’	(that	takes	pleasure)”,	written	in	the	hand	of	the	writer	himself	(here,	Roland	Barthes),	madly	signifying	
to	the	very	limit	of	nonsignificance,	but	signifying,	nonetheless	(idem	161).		

30	Note	by	the	translator,	Charlotte	Mandell:	‘Renvoi’	has	an	even	wider	range:	return	(as	in	return	to	sender,	return	a	
gift),	send	back	(a	parcel),	repeat	(a	phrase	or	passage	in	music),	refrain,	refer,	allude	back	(Nancy	2008,	xi).	
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Ultimately,	Listening,	as	a	 subject	 is	 brought	 as	 the	possibility	of	being	 timbre,	where	 timbre	 is	

regarded	as	being	a	simultaneity	of	several	dimensions	and	above	all	the	unity	of	a	diversity	that	its	

unity	does	not	reabsorb	(Nancy	2007,	41).32		

	

	

Interpretation	‘as’	formation	of	‘organa’	–	‘Phantom	Limbs.	On	Music	Bodies’	(Szendy)		
	

Touching	the	ideas	of	both	Nancy	(to	whom	the	book	is	dedicated)	and	Nietzsche,	Peter	Szendy’s	

Phantom	Limbs	On	Musical	Bodies	is	itself	a	Corpus,	an	‘improbable’	collection	or	catalogue	of	music	

bodies	and	traces	of	music	bodies.	Arguing	for	a	new	general	organology	in	music,	it	proposes	an	

organology	that	is	able	to	encompass	all	kinds	of	tangible	and	intangible	music	bodies	(partes	extra	

partes),	 and,	 therefore,	 all	 kinds	of	 tangible	 and	 intangible	performing	bodies,	 limbs,	 actions.	 It	

seems	to	give	contiguity	(because	it	is	related	without	clearly	mentioning	this	relation,	proposing	a	

different	 formulation)	 to	 Barthes’	 idea	 of	 somathemes,	 and	 possibly	 to	 their	 potential	

acknowledged	by	Assis	as	revolutionary.	

Szendy	proposes,	firstly,	a	new	insight	on	the	subject	of	music	‘interpretation’,	one	that	completely	

opposes	sonotropism.	We	will	start	from	the	end…	the	footnote	that	accompanies	this	formulation	

on	‘interpretation’	ends	with	the	following	statement:	

	

that	state	in	which	we	“are…lifted	beyond	ourselves”	we	“embody”	rather	than	not	“having”	a	body.	

[dans	 l’état	 qui	 «nous	 soulève	 par-delà	 nous	mêmes»,	 donc,	 nous	 «corporons»	 plutôt	 que	 nous	

n’«avons»	un	corps].		

	

This	claim	is	brought	up	in	connection	to	a	Nietzsche	fragment	from	1885-86	on	‘interpretation’,	

which	states	that	when	an	organ	is	constructed	(…)	it	is	a	question	of	interpretation	and	that	the	

organic	process	constantly	presupposes	a	continual	interpretation	(Nietzsche	in	Szendy	2016,	20).	

This	interpretation	is,	in	turn,	connected	to	Nietzsche’s	concept	of	will	to	power	[Wille	zur	Macht],	

a	concept	that	gathered	many	different	formulations	but	which	in	our	context	seems	to	be	linked	

to	an	exuberant	(Szendy)	driving	force	of/for	life:	

	

The	will	 to	 power	 interprets	 (it	 is	 a	 question	of	 interpretation	when	an	organ	 is	 constructed):	 it	

defines	limits,	determines	degrees,	variations	of	power…	in	fact	interpretation	is	itself	a	means	of	

becoming	 a	 master	 of	 something.	 (The	 organic	 process	 constantly	 presupposes	 interpretation)	

(Nietzsche	in	Szendy	2016,	169).	

	
For	 his	 formulation	 on	 musical	 interpretation,	 Szendy	 brings	 up	 Heiddeger’s	 perspective	 on	

Nietzsche’s	conception	of	art,	together	with	the	relation	between	the	ideas	of	will	to	power	and	

																																																								
32	As	Hickmott	points	out,	it	is	important	to	refer	that	timbre	and	also	Nancy’s	concept	of	corps	sonore	are	approached	
by	Nancy	through	a	very	tonal	model	(see	Hickmott	2015).	
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interpretation:	Heidegger	has	shown	(…)	that	art	was	for	Nietzsche	“a	configuration	of	the	will	to	

power,	indeed,	…its	distinctive	form	(idem).	

	

Szendy	 thus	 develops	 a	 conception	 of	 musical	 interpretation	 through	 this	 Nietzschean	 idea	 of	

‘embodying’	 connected	 with	 the	 concept	 of	 will	 to	 power	 and	 the	 perspective	 on	 art,	 as	 the	

privileged	realm	for	 the	emergence	of	 these	processes.	 In	Szendy’s	description	 (below),	musical	

interpretation	would	hence	produce	improbable	bodies	that	are	still	without	figure	or	destination,	

something	that	he	later	formulates	as	the	phantom	limbs	of	the	performing	bodies.	We	could	argue	

that	 although	 they	 are	 not	mentioned,	 these	 phantom	 limbs	 seem	 to	 have	 some	 affinity	 with	

Barthes’	somathemes:	

	
Musical	 interpretation,	 playing,	 taken	 in	 a	 Nietzschean	 sense	 rather	 than	 its	 usual	musical	 sense,	 would	

perhaps	be	this	organic	thrust	not	only	removed	from	the	ego’s	command	but	also	unlinked	from	the	drive	of	

an	id	that	would	remain	related	to	it	in	an	underground	way.	Thus	the	musical	body-to-body	experience	would	

produce	inventions	of	improbable	bodies	that	are	still	without	figure	or	destination.	Bodies	that	are	neither	

monstrous	nor	fabulous,	neither	glorious	nor	weak	nor	empty:	simple	but	powerful	thrusts	from	even	before	

the	drives,	from	“behind”;	threads	or	traces	of	still	unorganized	organs	–	neither	living	nor	dead	–	that	are	

membering,	dismembering,	hurrying,	crowding,	growing,	ramifying	(Szendy	2016,	20-21).33	

	

The	phantom	members	are	not	biological	in	the	usual	sense,	but	they’re	not	“mystèrique”	members	

either….	they	are	there	in	another	sense	of	what	there	can	mean.	Just	like	the	somathemes,	they	

are	out	of	the	subjective	control	 (removed	from	the	ego’s	command),	 they	are	unorganised	and	
therefore	 without	 destination	 (here	 characterised	 as	 organs),	 they	 arise	 through	 friction	 (the	

musical	body-to-body	experience	),	they	seem	to	‘act’	through	a	before,	behind	or	beyond	(powerful	

thrusts	from	even	before	the	drives,	from	“behind”)34,	they	are	neither	living	nor	dead,	but,	just	as	

the	 somathemes,	 they	 seem	 to	 induce	 a	 real	 effect	 on	 the	 bodies	 (they	 are	 membering,	

dismembering,	 hurrying,	 crowding,	 growing,	 ramifying).	What	 definitely	 seems	 to	 diverge	 from	

Barthes’	somathemes	is	the	fact	that	Szendy’s	formulation	of	these	improbable	bodies	is	done	from	

this	 Nietzschean	 ‘embodying’	 perspective	 and	 that	 it	 intentionally	 distances	 itself	 form	 the	

psychoanalytical	 discourse,	 as	 emphasized	 in	 the	 following	 excerpts:	 removed	 from	 the	 ego’s	

command	but	also	unlinked	from	the	drive	of	an	id	that	would	remain	related	to	it	in	an	underground	

way;	(…)	simple	but	powerful	thrusts	from	even	before	the	drives,	from	“behind”.	These	improbable	

																																																								
33	(…)	l’interprétation	musicale,	le	jeu,	pris	au	sens	nietzschéen	plutôt	qu’au	sens	musical	usuel,	seraient	peut-être	cette	
poussée	organique	non	seulement	soustraite	à	la	maîtrise	du	«je»,	mais	aussi	déliée	des	pulsions	d’un	«ça»	qui	lui	resterait	
souterrainement	apparenté.	Ainsi	se	produiraient,	dans	le	corps	à	corps	musicien,	des	inventions	de	corps	improbables	si	
figure	ni	destination.	Des	corps	ni	monstrueux	ni	fabuleux,	ni	glorieux	ni	chétifs	ni	creux	:	simples	mais	puissantes	poussées	
d’avant	les	pulsions	mêmes,	«derrière»	;	trames	ou	tracés	d’organes	encore	inorganisés	–	ni	morts,	ni	vivants	–	qui	se	
membrent,	se	démembrent,	se	pressent,	se	tassent,	s’accroissent,	se	ramifient….	(Szendy	2002,	18)	

34	Assis	also	characterised	the	somathemes	as	situated	both	before	and	beyond	signification.	



	 50	

bodies	are	not	conceived	as	a	pulsational	 level	of	 the	body,	 their	effective	power	 is	 formulated	

through	the	concepts	of	will	of	power	and	interpretation.		

	

But	 not	 only	 that:	 his	 formulation	 on	 the	 performing	 body	 continues	 through	 the	 notion	 of	

embodying	[corporer],	 in	direct	connection	to	Nancy’s	ex-tended	or	displaced	conception	of	the	

body	as	corpus:	a	body	is	making-body	or	becoming-body,	it	is	a	creating	process	of	partes	extra	

partes.	Szendy	develops	this	process	of	embodying	through	a	new	concept,	effiction	–	a	contraction	

of	 three	words,	 that	brings	 together	 the	terms	effictio,	 fiction	and	efficacy:	1)	 the	old	rhetorical	

figure	effictio,	as	a	term	referring	to	a	description	of	a	body	in	general,	from	head	to	toe	(Szendy	

2016,	25)	is	used	here,	bringing	together	the	idea	of	2)	fiction	–	since	the	phantom	limbs	are,	in	a	

way,	fictional	limbs	and	3)	efficacy	–	for	the	process	of	this	fiction	seems	be	extremely	efficient	and	

produce	real	effects:	fiction	belongs	to	the	realm	of	the	real.		

		

Senses	beyond	the	senses	–	towards	a	‘form	of	telepathy’	(Szendy)	
	

Meaning	and	the	senses	of	the	body	are	intimately	connected	in	Nancy	and	Szendy.	Nancy	argues	

about	 the	 limits	 of	 the	 senses	 and	 calls	 for	 other	 possible	 or	 impossible	 new	ones	 or	 relations	

between	them.	Szendy,	in	turn,	proposes	the	creation,	through	effiction	of	new	instruments,	new	

organs	and	new	senses	from	previous	ones,	through	processes	of	synaesthesia.	Such	organs	could	

be	 an	 eye-ear	 [oeil-oreille],	 a	 monstrous	 eyear	 [oroeil]	 that	 would	 bring	 together	 in	 an	

unprecedented	and	unheard-of	way	the	fibers	or	strings	of	two	senses	that	until	then	were	distinct.	

(Szendy	2016,	101).	Effiction	–	the	process	for	the	creation	of	these	organa	–	is	described	as	having	

a	somewhat	intriguing	telepathic	character.	In	an	imaginary	dialogue	in	Phantom	limbs	on	musical	

bodies,	an	imaginary	character	argues	with	Szendy:		

	

“Ok,	so	you	argue	that	‘there	are’	bodies	that	compose	themselves	among	one	another.	Ok,	so	you	

don’t	want	 to	 secure	 them	 to	 that	 center	 that	man	 (or	God)	was.	But	 in	 this	 pure	 ‘partes	 extra	

partes’,	in	this	simple	co-presence	or	co-resonance	of	extended	bodies	from	whose	perspective	you	

like	 to	 contemplate	 the	 emergence	 of	 lawless	 ‘organa’,	 how	 do	 you	 explain	 that	 there	 are	

tendencies,	directions,	recurrences	and	persistences	(…)?”	

-	“(….)	I	believe	as	a	matter	of	fact,	in	a	form	of	telepathy.	

-	So	‘that’	is	your	answer?	

-	It	is	one	possible	answer;	allow	me	to	argue	it	for	a	bit.”	

(Szendy	2016,	108)	

	
Arguing	 about	 this	 ‘form	 of	 telepathy’,	 he	 goes	 back	 to	 Freud’s	 descriptions	 of	 certain	 related	

psychic	 phenomena	 which	 tend	 to	 associate	 these	 (in	 terms	 of	 vocabulary)	 to	 the	 world	 of	

transmission	and	sound	reproduction	machines.	But	it	is	in	Walter	Benjamin’s	analysis	of	the	game	

that	he	finds	a	clearer	way	for	his	possible	idea	of	a	‘form	of	telepathy’.	Writing	about	Benjamin’s	

description	of	the	game,	Szendy	argues	that	the	telepathy	in	question,	as	we	see,	is	not	‘first	of	all’	
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a	relation	from	soul	to	soul,	between	the	gambler	and	the	dealer;	it	is	initiated	between	the	gambler	

and	the	ball.	And	 it	does	not	go	through	the	“head”	 [tête],	 through	the	effusion	of	an	obstinate	

[entêtée]	will	or	intention	(…),	but	through	the	fingers	and	hands	(Szendy	2016,	112).	This	idea	is	

developed	 further	 in	 another	 fragment	 about	 the	 game:	 rather	 than	 just	 situating	 the	 process,	

Benjamin	mentions	a	motor	innervation	(Benjamin	in	Szendy	2016,	112),	as	a	determinant	‘feature’	

for	the	output	of	the	game	and	says	that	the	gambler	has	to	make	his	hands	“responsive	to	the	

slightest	innervations”	(idem).	These	descriptions	of	this	‘form	of	telepathy’	have	nothing	to	do	with	

neither	mystic	notions	of	‘telepathy’	nor	telepathy	as	a	form	of	communication	for	transmission	of	

a	 semiotic	 content,	 a	message,	 etc.	 Again,	 they	 open	 up	 a	 new	 space	 for	 conceiving	 a	 kind	 of	

‘communication’	 out	 of	 the	 mind,	 out	 of	 will	 and	 intention:	 a	 communication	 that	 does	 not	

communicate	anything,	except	for	establishing	itself	as	communication.	

We	could	 relate	 these	descriptions	with	D’Errico’s	previous	statement,	addressing	a	 level	of	 the	

body	–	and	of	the	body	of	the	text	–	that	acts	and	reacts	too	fast	for	consciousness	to	readdress	it	

into	coherence	and	to	her	formulation	of	an	 intensive	musical	performance	practice	(that	will	be	
addressed	further	on),	one	where	work	and	performer	must	remain	outside	each	other	for	the	body	

to	 be	 affected	 in	 its	 outer	 interface—the	 skin—by	 means	 of	 a	 total,	 unbridgeable	 exteriority	

(D’Errico	2018,	165).	

	

	

Predisposition	for	autophony	(Szendy)	
	
What	instrument	in	the	service	of	an	all	too	human	would	ever	have	opened	the	door	to	the	entropy	of	the	bodies?	To	the	

chance	of	their	occasions?	(Szendy	2016,	98)	

	

The	previous	formulation	of	a	‘communication’	with	a	telepathic	character	(again	a	communication	

that	does	not	communicate	semiotic	contents)	is	connected,	of	course,	to	the	conception	of	the	

bodies	as	ex-tended	through	arealization.	This	conception	of	the	ex-tended	body	will	be	further	

developed	 by	 Szendy	 as	 a	 general	 and	 original	 instrumentality,	 as	 a	 kind	 of	 predisposition	 for	

autophony,	which	puts	him	[the	human]	outside	himself	in	order	to	make	sound.	(Szendy	2016,	140)	
	

For	no	doubt	“my”	body	does	not	become	sonorous,	properly	sonorous	(in	other	words	resonant)	

until	it	goes	through	the	experience	of	a	kind	of	disarticulation	of	self	through	which	a	member	or	

an	area	[une	aire]	“detaches”	itself	to	become	the	space	of	resonance	of	others.	When	I	produce	

“corporeal	music”	by	beating	my	chest,	my	body	is	already	not	entirely	‘my’	body.	It	is	already	at	a	

distance	from	itself.	It	has	‘arealized’	itself.	In	other	words,	it	has	distributed	himself	into	areas	and	

disjointed	surfaces.	It	has	already	split	into	clappers	and	resonating	cavities	(idem).35	

																																																								
35	Car	sans	doute	«mon»	corps	ne	devient-il	sonore,	proprement	sonore	(c’est	à	dire	résonant)	qu’en	faisant	l’expérience	
d’une	 sorte	 de	 désarticulation	 de	 soi	 par	 laquelle	 un	 membre	 ou	 une	 aire	 s’en	 «détache»	 pour	 devenir	 l’espace	 de	
résonance	des	autres.	Lorsque	je	produis	«une	musique	corporelle»	en	me	battant	la	poitrine,	mon	corps	n’est	plus	tout	à	
fait	‘mon’	corps	:	il	s’est	déjà	scindé	en	battants	et	en	cavités	résonantes	(Szendy	2002,	128).	
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As	in	Nancy,	there	is	contiguity	but	no	continuity:	there	is	no	sense	of	thinking	the	phantom	limbs	

as	natural	extensions	of	the	body	and,	in	this	way,	no	sense	of	a	naturalised	perspective.	Friction	

and	contact	are	also	thought	in	line	with	Nancy:	more	than	proximity,	they	let	us	think	through	the	

most	disjunctive	and	distant	articulations	or	couplings,	not	as	accidents	or	misfortunes	(…)	but	as	

differences	in	their	own	right,	without	a	nostalgic	gaze	turned	towards	a	lost	‘original	and	corporeal	

essence’.	(idem,	141)	

	

This	kind	of	predisposition	for	autophony	that	establishes	the	self	(relation)	as	vibratory	potential	
will	be	crucial	in	opening	up	new	possibilities	for	thinking	the	music	and	the	body	further	on.	

	

But	how	can	we	access	or	sense	this	other	arealized	body?	Towards	the	end	of	the	book,	Szendy	

mentions	Barthes	for	the	first	time,	and	his	sense	of	a	beating	body	in	Schumann’s	music.	Szendy	

describes	the	possibility	of	sensing	a	beating	body	as	a	concrete	sensation	where	one	hears	‘the	

fingerings’	 [écoute	de	doigtés]	 (Szendy	2016,	160)	and	brings	up	Glenn	Gould’s	 idea	of	a	 tactile	

image	(idem)	and	Ligeti’s	tactile	form,	as	a	succession	of	muscular	tensions	(Ligeti	in	Szendy	2016,	

160)	to	‘illustrate’	this	idea.	He	then	formulates	the	idea	that	one	hears	fingerings	as	a	sequence	of	

‘articulations	 of	 organs’,	 on	 the	 stage	 of	 an	 organic	microsociety	where	 the	 forces,	 hierarchies,	

norms	and	exceptions	are	 infinitely	put	back	 into	play,	started	over,	renegotiated.	 (Szendy	2016,	

160).	 There	 is	 in	 this	 conception	 a	 kind	 of	 invisible	 processual	 body	 imprint,	 forged	 through	

muscular	contractions	and	forces.		

	

	

Discussing	Szendy’s	“one	hears	‘the	fingerings’”	through	the	idea	of	tactile	image	or	tactile	form		
	
This	 last	 aspect	 of	 Szendy’s	 ‘organology’	 might	 be	 brought	 up	 to	 this	 context	 for	 a	 very	 brief	

discussion:	Szendy’s	formulation,	one	hears	‘the	fingerings’	[écoute	de	doigtés]	(Szendy	2016,	160),	

through	an	idea	of	tactile	form,	or	tactile	image	that	could	‘correspond’	to	Barthes’	idea	of	beating	

body,	 contrarily	 to	 Barthes,	 does	 not	 seem	 to	 establish	 a	 clear	 distinction	 between	

expressive/narrative/organised	 and	 unorganised/unexpressive/out	 of	 law	 levels.	 As	 for	 Barthes’	

beating	body,	 it	becomes	implicitly	clear	that	there	is	no	way	to	find	it	 in	the	score	–	the	beat	–

corporal	and	musical	–	must	never	be	‘the	sign	of	a	sign’:	the	accent	is	not	expressive.	(Barthes	1985,	

303)	His	beating	body,	conceived	outside	the	semiotic	realm	and	inside	of	the	realm	of	the	body,	

cannot	be	‘found’	in	the	expressive	content	of	music,	and	it	is	out	of	law,	unorganised.	

	
Although	the	phantasmal	bodies	and	limbs	are	described	as	threads	or	traces	of	still	unorganized	

organs	–	neither	living	nor	dead	–	that	are	membering,	dismembering,	hurrying,	crowding,	growing,	

ramifying	(Szendy2016,	20-21),	their	effective	 imprint	or	repercussion	on	music	seems	to	be	this	

tactile	image	of	music.	However,	we	could	argue	that	a	tactile	image	of	a	piece	might	be,	most	of	

all,	an	imprint	of	the	organised/narrative/expressive	level	of	music	(or	of	the	body	of	music):	I	can	
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study	a	piece	without	the	piano	and	without	moving	my	fingers,	only	 feeling	and	 imagining	this	

tactile	 image	of	 the	piece,	and	this	 image	seems	to	be,	above	all,	an	 ‘imprint’	of	 the	disciplined	

body,	 an	 ‘imprint’	 that	 is	 a	 sensation	 of	 the	musical	 choreography,	 a	 physical	 sensation	 of	 the	

musical	narrative,	an	enactment	of	the	expressive	gesture.	Of	course,	the	unorganised	realm	of	this	

body	must	be	somehow	encompassed	in	this	tactile	image	too:	as	a	global	‘image’	and	sensation	of	

‘playing’	there	might	be	no	way	to	have	one	level	(organised)	without	the	other	(unorganised).	But	

this	seems	to	mean	that,	contrarily	to	Barthes’	concept	of	beating	body,	 in	this	tactile	image	we	

cannot	disentangle	the	imprint	of	an	organised/expressive	level	of	a	body	from	an	effective	imprint	

of	an	unorganised/out	of	law.	Barthes	formulated	his	beating	body	through	an	unorganised	level,	

with	 autonomous	 functioning	 and	 a	 different	 logic,	 but	 conceived	 both	 organised/unorganised	

levels	of	the	music	as	mutually	dependent.	The	effective	imprint	of	this	beating	body	is	described	

as	 an	 aside,	 as	 something	other	 than	 the	 effective	 imprint	 of	 the	 expressive	 content	 of	music.	

Although	 it	 brings	 up	 many	 fruitful	 ideas,	 the	 fact	 that	 Szendy	 formulates	 his	 one	 hears	 ‘the	

fingerings’	[écoute	de	doigtés]	(Szendy	2016,	160)	through	an	idea	of	tactile	image	or	tactile	form	
doesn’t	seem	to	be	helpful	to	proceed	with	our	subject	of	finding	ways	to	access	to	or	deal	with	

this	body	out	of	law.		

	

	

4. THE	BODY	AS	ITS	OUTSIDER(S)	II.	–	Music	Experiment21	(Assis,	D’Errico)	
	

As	part	of	my	research,	 I	 spent	a	month	at	 the	Orpheus	 Institute	 in	 June/July	2017	as	a	visiting	
researcher.	 Hosted	 by	 the	 research	 cluster	MusicExperiment21(ME21)	 36,	 I	 had	 the	 enormous	

privilege	of	discussing	my	 ideas	with	Paulo	de	Assis	and	Lucia	D’Errico,	confronting	my	research	

with	 this	 cluster’s	 ideas	and	directions,	 and	bringing	 to	 the	 foreground	affinities	both	 in	artistic	

practice	 and	 research.	 The	 path	 being	 traced	 out	 by	 Assis	 and	 D’Errico	 helped	me	 not	 only	 in	

enlarging	the	scope	of	my	research,	but	also	in	understanding	other	realms	within	the	authors	I	was	

researching	 on.	 Finding	 multiple	 perspectives	 and	 making	 new	 connections	 and	 intersections,	

tangents	and	divergences	afforded	a	certain	tangibility	to	my	‘ungraspable’	subject.	

																																																								
36	MusicExperiment21	 (ME21),	 is	a	 five-year	artistic	 research	program	(2013-2018),	 funded	by	 the	European	Research	
Council,	 based	 at	 the	 Orpheus	 Institute	 Ghent,	 and	 directed	 by	 Paulo	 de	 Assis.	 The	 program	 explored	 notions	 of	
“experimentation”	 in	 relation	 to	 the	 performance	 practice	 of	Western	 notated	 art	music,	 proposing	 a	move	 beyond	
commonly	accepted	codes	and	conventions	of	musical	interpretation.	In	this	new	approach	–	corresponding	to	an	artistic	
practice	supported	by	reflections	and	research	–	the	performance	of	past	musical	works	is	not	regarded	in	its	reiterative,	
reconstructive,	or	reproductive	function.	On	the	contrary,	it	insists	on	performance	as	a	locus	of	experimentation,	where	
“what	we	know”	about	a	given	musical	work	is	problematised.	The	performative	moment	becomes	both	a	creative	and	a	
critical	 act,	 through	 which	 new	 epistemic	 and	 aesthetic	 properties	 of	 the	 musical	 work	 emerge.	 The	 project	 had	 a	
substantial	creative	and	practical	component	that	 led	to	several	artistic	realisations	and	outputs.	 It	generated	a	great	
number	of	performances,	lectures,	recordings,	essays,	and	books,	pioneering	open	access	publication	modes,	as	well	as	
innovative	 online	 multimedia	 expositions	 of	 research.	 Information	 available	 in:	
https://musicexperiment21.wordpress.com/	
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The	 following	are	 some	of	MusicExperiment21’s	 concepts,	which	point	 in	 the	 same	direction	of	

thinking	beyond	dualities,	beyond	subjectivity	and	again,	towards	the	idea	here	formulated	of	the	

body	as	its	outsider.	

	

	

Simondon’s	‘transduction’	concept	in	the	context	of	musical	performance	(Assis)	
	

Assis	proposes	bringing	Simondon’s	complex	concept	of	transduction	to	the	context	of	music,	 in	

order	 to	rethink	musical	performance	beyond	formalistic	and	subjectivity-based	approaches.	He	

does	so	moving	away	from	a	dualistic	perspective	(in	which	form	and	matter	oppose	one	another	

and	energetic	forces	and	processes	are	neglected),	and	from	an	all	too	human	perspective,	one	that	

underestimates	pre-individual	and	post-individual	aspects	and	processes.	Bringing	together	various	

dimensions	of	 the	concept,	he	 then	proposes	 relations	with	Deleuze’s	concept	of	haecceity	and	

Brian	Massumi’s	notion	of	corporeality.		

	

Presented	in	different	contexts,	points	of	view	and	grades	of	complexity,	transduction	is	referred,	

first	of	all,	as	a	dynamic	operation	by	which	energy	is	actualised,	moving	from	one	state	to	the	next,	

in	a	process	that	individuates	new	materialities	(Assis	2018,	138).	Giving	the	example	of	a	pianist	

who,	just	before	going	onstage,	 is	able	to	review	and	experience	the	music	she	is	about	to	play,	

transduction	 is	 brought	 to	 this	 context	 of	 music	 as	 this	 field	 of	 potentialities	 that	 is	 up	 to	 be	
actualised	 in	 performance,	 moments	 later.	 This	 field	 of	 potentialities	 is	 felt	 as	 a	 huge	 field	 of	

virtuality.	A	virtual	that	is	not	to	be	understood	in	terms	of	‘virtual	reality’,	but,	on	the	contrary,	as	

something	absolutely	real,	something	that	exists	and	that	is	perceived	in	this	very	moment—just	

before	starting	the	performance—as	tension,	as	an	 infinite	reservoir	of	 ‘topological	singularities’	

(idem,	148).		
	

Contrarily	to	Nancy	and	Szendy,	in	this	notion	of	transduction	there	is	an	idea	of	mediation,	but	it	

doesn’t	operate	through	a	logic	of	duality	between	matter	and	form,	inside	and	outside.	At	a	basic	

level,	in	the	context	of	an	electric	discharge,	the	transductor	is	a	mediator,	a	modulating	resistance	

between	the	potential	energy	and	its	actualisation.	Although	Simondon	does	not	accept	the	notion	

of	the	virtual,	he	creates	the	notion	of	‘real	potential’,	proposing	that	the	potential	is	actually	real:	

the	potential,	conceived	as	potential	energy,	is	‘real’,	because	it	expresses	the	reality	of	a	metastable	

state,	and	 its	energetic	 situation	 (Simondon	 in	Assis	2018,	145).	Assis	 reinforces	 this	 statement,	

assuming	 the	absolute	 reality	 of	 that	 ‘potential’:	 all	 forces	 that	 constitute	 Simondon’s	 potential	

energy	are	real	and	do	exist	‘in	this	world’	(idem,	143).	The	idea	of	duality	is	therefore	left	behind,	

as	potential	and	actualisation	are	both	said	to	be	domains	of	the	same	reality.	

	

Transduction	is	described	as	a	process	that	occurs	in	time,	a	process	in	which	the	reduction	of	the	

potential	 through	 the	process	of	 actualisation	also	 implies	 the	 simultaneous	arising	of	new	and	

different	relations.	Actualisation	is	therefore	never	confined	to	a	reduction	process,	as	it	is	always	
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bringing	to	this	same	event	the	creation	of	the	new	and	the	unexpected.	Again:	mediation	is	not	

something	happening	between	a	‘subject’	and	the	outside	world.	The	subject	is	not	seen	as	a	stable	

and	 single	 unity,	 it	 is	 regarded	 as	 a	 metastable	 system,	 a	 system	 which	 is	 a	 complex	 relation	

between	two	major	processes:	degradation	of	energy	(entropy)	and	generation	of	structural	order	

(negentropy)	(idem).	For	Simondon	(as	also	for	Nancy),	the	individual	‘is’	relation	and	not	simply	‘in’	

relation	to	something	external	(idem,	145).	

Transduction	(in	a	metastable	system)	is	then	described	as	a	process	that	is	triggered	by	an	initiator,	

called	a	structural	germ.	Containing	a	singularity,	this	germ	or	initial	point	has	the	capacity	to	break	

the	metastable	equilibrium	of	the	system,	enabling	the	propagation	of	a	transformation	that	runs	

from	point	to	point	between	the	already	transformed	parts	and	those	yet	to	be	transformed	(idem,	

148).	The	singularity	is	not	conceived	in	terms	of	an	essence,	nor	it	is	regarded	as	form	or	matter,	

but	as	a	structural	constitutive	potential,	that	is,	it	carries	some	sort	of	‘information’,	which	sets	the	

basic	conditions	for	an	‘event’	to	happen	(idem,	147).	

Assis	puts	in	perspective	another	feature	of	Simondon’s	concept	of	singularity,	namely,	its	inherent	
capacity	for	opening	a	new	space-time,	and	brings	this	feature	together	with	Deleuze	and	Guattari’s	

notion	of	haecceity	(presented	as	a	concept	that	theorises	the	emergence	of	a	singularity	at	any	

given	scale	and	field)	(idem,	149).	Haecceity	does	not,	however,	refer	to	a	defined	or	confined	new	

space-time,	opened	by	singularity,	but	refers	to	this	process	of	intensive	spatio-temporal	dynamism	

itself	 (idem,	 148).	 An	 haecceity	 is	 a	 passage,	 a	 singular	 point	 in	 space-time	 that	 dramatizes	 it,	

curving	it,	folding	it,	giving	it	transient	form	and	temporal	structure.	(idem)).	Assis	then	creates	a	

derivation	of	the	concept	for	the	context	of	musical	performance	that	he	calls	micro-haecceity.	This	

new	concept	is	thought	for	the	context	of	performance,	where	everything	happens	too	fast	to	be	

fully	rationalised.	It	is	therefore	the	same	concept	but	radicalised	in	terms	of	time	–	micro-haecceity	

is	a	singularity	that	can	only	happen	in	micro-temporality	–	in	the	fractions	of	fractions	of	seconds.		

There	is	no	time	for	contemplation,	things	must	happen	in	the	unavoidable	urgency	and	imperative	

sequentially	of	the	here-and-now.	Micro-haecceities	are	high-energy-loaded	and	high-speed-moving	

singularities	that	carry	a	force	of	potential	from	one	metastable	state	to	the	next	(idem,	149).	
	

In	this	process	of	musical	transduction	through	micro-haecceity,	the	potential	is	then	actualised	to	

be	transformed	into	a	new	potential	again.	Going	back	to	the	example	of	the	pianist	who	goes	on	

stage,	Assis	reinforces:		

	

she	is	not	merely	reproducing	a	stratified,	pre-existing	entity,	but	operating	a	capture	of	forces	(from	

the	 virtual)	 that	 produces	 a	 new	 individuation	 (actual)	 as	 a	 highly	 intensive	 becoming,	 which	

immediately—as	 soon	 as	 it	 is	 generated—points	 forward	 to	 other	 virtual	 pre-	 and	 after-

individualities	(idem).	

	

Simondon’s	transduction	is	then	also	brought	up	through	its	topological	dimension:	the	process	‘in-

forms’	a	topological	structure,	generating	a	multi-dimensional	shape	(idem	150).	This	topological	
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dimension	 is	 then	what	makes	 the	 new	 actualisation	 and	 individuation	 perceivable	 in	 different	

ways.		

Transduction	 engenders	 shapes	 and	 textures.	 It	 is	 in	 this	 sense	 that	 one	 can	 say	 that	

transduction	points	to	a	new	concept	of	space	based	upon	multiplicities,	manifolds,	vectors,	

and	potentialities.	 It	 is	not	a	matter	of	curves	 in	a	flat	space,	but	of	the	curvature	of	the	

space	itself	(idem).		

	

	

Finally,	Assis	brings	 to	 the	 foreground	Brian	Massumi’s	proposal	of	extension	of	 the	 concept	of	

transduction,	namely,	the	notions	of	somatic	transduction	and	corporeality.	Massumi	argues	that	

the	body	can	be	defined	as	the	‘transducer	of	the	virtual’:	
In	 sensation	 the	 thinking-feeling	 body	 is	 operating	 as	 a	 transducer.	 If	 sensation	 is	 the	 analog	

processing	by	body-matter	of	ongoing	transformative	forces,	then	foremost	among	them	are	forces	

of	appearing	as	such:	of	coming	into	being,	registering	as	becoming.	The	body,	sensor	of	change,	is	

a	transducer	of	the	virtual	(Massumi	in	Assis	2018,	152).	

	

This	perspective	of	the	body	as	a	transducer	 is	then	brought	by	Assis	to	the	realm	of	music:	the	

performing	or	composing	body(ies)	are	approached	as	‘operating’	transducers.	Such	a	perspective	
implies,	necessarily,	the	death	of	the	subject:	being	a	transducer,	the	performing	body	incorporates	

otherness	in	itself	as	a	wide	realm	of	potentials,	forces,	etc.,	that	are	beyond	subjective	control,	will	

and	intention:	this	wide	ranging	body	is	pre-human,	human,	non-human,	and	post-human,	all	at	

the	same	time,	through	different	processes	of	modulation	and	transduction.	The	crucial	point	is	the	

death	 of	 the	 subject,	 which	 allows	 the	 body	 to	 embrace	 energetic	 processes	 that	 enable	

unpredictable	events	to	happen	(Assis	2018,	152).	

	

But	 the	 transduction	process	of	 the	music-making	bodies	 is	 then	 said	 to	be	operating	 foremost	

through	 a	 logic	 of	 sensation	 rather	 than	 through	 a	 logic	 of	 sense.	 That	 the	 performing	 body	 is	

regarded	 through	 this	 perspective	 entails	 another	 conception	 of	 musical	 performance:	 that	

performance	will	not	be	regarded	as	being	(again)	a	process	of	assimilation	and	of	incorporation	

but	 as	 a	 (transduction)	process	where	 the	performer	becomes	an	experimenter,	 an	operator	of	

forces.	Assis	replaces	in	this	way	the	concept	of	interpretation	(which	encompasses	what	we	call	

performance	 today)	 with	 transduction:	 transduction	 is	 not	 to	 be	 regarded	 as	 communication	

focused	on	assimilation	of	a	semiotic	content,	but	as	a	mode	of	affection.	A	sign	is	a	force	as	long	

as	it	is	not	interpreted,	but	it	is	felt	in	a	living	relation	that	allows	the	artist	to	be	an	experimenter,	

‘an	 operator	 of	 forces’.	 (Sauvagnargues	 in	 Assis	 2018,	 153).	 Assis	 brings	 up	 performative	

transduction	as	a	central	notion	for	what	he	later	formulates	as	a	logic	of	experimentation	in	musical	

performance,	his	notion	of	musical	work	and	Music	Experiment	21’s	concept	of	the	performer	as	

an	operator.	
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Although	very	differently	formulated,	we	can	detect	some	affinities	between	some	aspects	of	this	

transductive	body	and	former	formulations	of	the	body	by	Nancy:	the	self	is	conceived	as	relation	

and	as	encompassing	an	areal	(Nancy)	and	potential	(Simondon)	realm;	concepts	of	haecceity	could	

be	brought	together	with	Nancy’s	concept	of	breakthrough	[effraction]	(and	his	archi-tectonics	of	

sense)	as	specific	disruptive	‘events’	that	‘produce’	or	‘create’	a	suspension	of	the	logic	of	sense,	

signification	 and	 linearity	 of	 time;	 these	 disruptive	 ‘events’	 have	 spatio-temporal	 implications;	

through	 these	 implications,	 the	bodies	 are	not	 conceived	as	bodies	 in	 space	but	 as	bodies	 that	

‘open’	for	other	space-time	dimensions	–	the	bodies	seem	to	be	producing,	stretching,	convoluting	

space-time.	

And,	on	the	other	hand,	performative	transduction	seems	to	have	similarities,	again,	with	Szendy’s	

formulation	of	interpretation,	as	an	organic	process	which	encompasses	the	non-subjective	forces	

and	energies	of	a	will	of	power.	Just	as	transduction,	the	organic	process	is	triggered	through	the	

(relational)	 ex-tended	 body.	 This	 body	 operates	 through	 a	 logic	 of	 sensation,	 engendering	 the	

emergence	 of	 new	 phantom	 limbs	 (whose	 conception	 can	 have	 affinities	 to	 the	 concept	 of	
potential).	Another	important	feature	to	bring	up	to	discussion	is	that	both	authors	are	effectively	

claiming	for	other	kinds	of	‘communication’	out	of	signification	and	assimilation:	Szendy’s	‘form	of	

telepathy’	and	Assis’s	mode	of	affection,	although	very	differently	formulated,	seem	to	have	many	

common	features	that	we	can	better	explore	 in	the	next	chapter	through	Massumi’s	concept	of	

affect.	

	

	

‘The	autonomy	of	affect’	(Massumi)	
	

Assis	and	D’Errico	go	further	in	their	conception	of	the	performing	body	and	bring	to	the	foreground	

the	autonomy	of	affect,	a	central	concept	of	philosopher	Brian	Massumi,	whose	formulation	is	able	

to	engender	through	philosophy,	science,	social	and	political	sciences	a	clearer	and	more	tangible	

‘definition’	of	what	‘this’	ungraspable	level	of	the	body	could	‘stand	for’.	

In	a	short,	condensed	text,	Massumi	(2002)	introduces	his	ideas	on	affect	through	the	description	

of	an	empirical	study	on	image	perception	with	nine-year	old	children	led	by	Hertha	Sturm.	The	

study	focused	on	cognition,	and	it	 failed	to	achieve	its	 initial	purpose	because	of	 its	unexpected	

results,	which	researchers	were	not	fully	able	to	deal	with	and	interpret.	The	empirical	study	was	

quite	simple:	first,	children	were	given	three	versions	of	the	same	animated	film,	with	a	brief	story	

that	 could	be	 summarized	as	 follows:	 a	man	was	building	a	 snowman	 in	his	 garden	and,	 in	 the	

following	 afternoon,	 it	 began	 to	 melt	 with	 the	 sun.	 The	 man	 then	 decided	 to	 take	 it	 to	 the	

mountains,	higher	up,	leaving	it	there	with	a	farewell.	The	first	version	had	only	images,	no	words.	
The	second	version	had	a	factual	verbal	description	of	what	was	happening	on	the	images,	and	in	

the	third	version,	alluded	to	as	the	emotional	version,	a	verbal	narrative	highlighted	the	emotional	

states	of	the	characters	in	specific	scenes.		

Children	were	then	asked	to	rate	the	scenes	of	the	film	in	two	scales:	“happy	–	sad”	and	“pleasant	

–	unpleasant”.	The	first	unexpected	result	was	that	children	rated	the	saddest	scenes	of	the	film	as	
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the	most	pleasant	ones	–	the	sadder	the	better	(Massumi	2002,	23).	After	this,	children	were	asked	

to	rate	the	three	different	versions	of	the	film,	and	their	responses	were	then	confronted	with	the	

monitoring	 of	 their	 physical	 reactions	 during	 the	 viewing	 of	 the	 film.	 Another	 sequence	 of	

overwhelming	results	came	from	these	matchings:	the	factual	version	was	mentioned	as	the	least	

pleasant	and	least	remembered,	but	on	the	physical	level	it	was	the	one	which,	on	the	one	hand,	

set	the	highest	level	of	arousal	regarding	heartbeat	and	breathing,	and	on	the	other	hand,	set	the	

lowest	level	of	skin	response	–	galvanic	skin	response,	which	measures	autonomic	response.	The	

nonverbal	version	of	the	film	was	rated	as	the	most	pleasant	of	all	versions	–	rated	a	little	above	

the	 “emotional”	 version,	 and	 it	 was	 the	 one	 which	 had	 the	 strongest	 galvanic	 skin	 response.	

Massumi	maintains	 that	 the	only	positive	 conclusion	of	 the	 study	was	 that	of	 emphasizing	 ‘the	

primacy	 of	 the	 affective’	 in	 image	 perception	 (idem,	 24),	 formulating	 from	 this	 perspective	 a	

number	of	deductions	that	seem	to	open	up	a	new	path	for	thinking	beyond	‘usual’	cognition.	The	

most	overwhelming	aspect	of	the	results	pointed	out	by	Massumi	is	the	fact	that	there	seems	to	be	

no	logic	or	straightforward	connection	between	the	form	or	content	of	the	images	and	the	strength	
of	 their	 impact:	 there	 is	 a	 gap	 between	 ‘content’	 and	 ‘effect’	 (idem,	 24).	 Here,	 Massumi	

distinguishes	 at	 least	 two	 distinct	 levels	 of	 image	 reception:	 one	 directed	 towards	 indexing	

signification,	form	and	content	–	named	the	quality	of	image;	and	another	level	that	points	towards	

effect	and	duration	of	image	reception	–	named	intensity.	The	level	of	intensity	is	characterized	by	

a	crossing	of	semantic	wires.	On	it,	sadness	is	pleasant.	The	level	of	intensity	is	organized	according	

to	 a	 logic	 that	 does	 not	 admit	 the	 excluded	middle.	 This	 is	 to	 say	 that	 it	 is	 not	 semantically	 or	

semiotically	ordered.	It	does	not	fix	distinctions.	Instead,	it	vaguely	but	insistently	connects	what	is	

normally	indexed	as	separate.	When	asked	to	signify	itself,	it	can	only	do	so	in	paradox	(idem,	24).	

	

According	to	the	physiological	measurements	and	their	matching	with	the	children’s	statements,	

Massumi	points	out	the	way	these	distinct	levels	–	intensity	and	quality	–	affect	different	levels	of	

the	body:	the	former	is	embodied	in	purely	autonomic	reactions	most	directly	manifested	in	the	skin	

–	at	the	surface	of	the	body,	at	its	interface	with	things	(idem,	25);	the	latter,	quality,	the	level	of	

content,	form	and	signification,	a	level	which	is	related	to	narrative	and	continuity	is	embodied	in	

depth	 reactions	 such	as	heartbeat	and	breathing.	Although	 these	are	also	autonomic	 functions,	

they	are	not	–	like	skin	galvanization	–	purely	unconscious,	never-to-be-conscious	reactions:	they	
are	a	conscious-autonomic	mix.	Intensity,	measured	in	the	skin	is	outside	the	laws	of	expectation,	

meaning,	narrative,	it	is	a	disruption	towards	the	level	of	quality.	

However,	the	fact	that	the	two	levels	do	not	match	a	traditional	correspondence	or	logics	of	the	

excluded	middle	does	not	mean	for	Massumi	that	there	is	no	correspondence	between	levels,	but	

that	this	relation	is	one	of	a	different	order:	it	enables	a	different	connectivity.	From	his	analysis	of	

the	 study’s	 results,	 he	 proposes	 that	 the	 relation	 between	 the	 two	 levels	 of	 signification	 and	

intensity	 is	 not	 one	 of	 conformity	 or	 correspondence	 but	 rather	 of	 resonation,	 or	 interference,	

amplification	or	dampening	 (idem,	25).	 In	 the	case	of	 the	 factual	version	of	 the	 film,	 the	added	

verbal	description	(quality	level)	was	dampening	the	effect	of	the	image	reception	(intensity	level)	
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and,	in	the	case	of	the	emotional	version,	the	verbal	description	was	amplifying	certain	aspects	of	

the	image	reception.		

Intensity	 would	 seem	 to	 be	 associated	 with	 nonlinear	 processes:	 resonation	 and	 feedback	 that	

momentarily	suspend	the	linear	progress	of	the	narrative	present	from	past	and	future.	Intensity	is	

qualifiable	as	an	emotional	state	and	that	state	is	static	–	temporal	and	narrative	noise.	It	is	a	state	

of	suspense,	potentially	of	disruption.	It	is	like	a	temporal	sink,	a	hole	in	time,	as	we	conceive	of	it	

and	narrativize	it	(idem,	26,	underline	my	own).	

	

Further	on,	Massumi	concludes	that	this	suspension	can	be	in	fact	be	observed	empirically	and,	to	

a	 certain	 extent,	measured	within	 a	micro	 time	 frame.	 Surprisingly	 enough,	 it	 seems	 to	 be	 an	

operation	which	does	not	use	usual	cognitive	processes	through	the	brain,	but	mainly	through	the	

body	and	the	skin.	Empirically	observed	as	a	process	which	is	too	quick	to	be	perceived,	it	is	then	

theorized	as	virtual	and	as	a	suspension	of	a	dimension	of	significance.		

	
(We	 could	 also	 suspend	 our	 narrative	 at	 the	 very	 moment	 when	 we	 arrive	 at	 the	 concept	 of	

intensity	 as	 a	 state	 of	 suspension	 and	 let	 intensity	 disrupt	 towards	 other	 directions	 and	

connectivities.	Intensity	as	state	of	suspension	for	linear	and	narrative	progress	resonates	with	our	

previous	conceptions	of	breakthrough	and	haeccities.)	

	

Going	back	to	the	notion	of	intensity,	Massumi	ends	up	equating	it	with	affect,	as	the	unassimilable	

(affect,	as	a	dimension	for	which	our	culture	has	not	developed	a	specific	sense,	and	hence	also	no	

specific	 vocabulary).	 Often	 used	 as	 a	 synonym	 for	 emotion,	Massumi	 emphasizes	 the	 distance	

between	the	two	terms,	which	follow	different	logics	and	pertain	to	different	orders.	An	emotion	

is	a	subjective	content,	the	sociolinguistic	fixing	of	the	quality	of	an	experience	which	is	from	that	

point	onward	defined	as	personal.	Emotion	is	qualified	intensity,	the	conventional,	consensual	point	

of	insertion	of	intensity	into	semantically	and	semiotically	formed	progressions,	into	narrativizable	

action-reaction	 circuits	 (idem,	 28,	 underline	my	 own).	 Affect	 is	 theorized	 as	 unqualified,	 as	 not	

being	action,	because	it	cannot	be	directed	towards	an	intention	or	goal.	But,	on	the	other	hand,	it	

is	 not	 regarded	 as	 passivity	 either,	 because	 it	 is	 nevertheless	 vibration:	 vibratory	 motion	 and	

resonance.	It	is	a	suspension	of	action-reaction	circuits	and	linear	temporality	in	a	sink	of	what	might	

be	called	“passion”	to	distinguish	it	both	from	passivity	and	activity	(idem,	28).	

	

Expanding	on	his	theorisation	of	suspension,	Massumi	then	brings	up	two	other	empirical	studies:	

the	 first	 refers	 to	 an	 experience	 developed	 on	 patients	who	 had	 cortical	 electrodes	 previously	

implanted	in	the	cortex	for	medical	purposes.	Mild	electric	pulses	were	sent	at	the	same	time	to	

the	electrodes	implanted	in	cortex	and	to	points	in	the	skin,	and	what	was	observed	turned	out	to	

be	surprising:	when	pulses	occurred	within	a	smaller	time	frame	than	half	a	second,	patients	would	

not	feel	the	electric	pulses	either	in	the	cortical	electrodes	or	in	the	skin	points.	Furthermore,	when	

the	electric	pulse	was	fired	in	the	cortical	electrodes	half	a	second	before	the	pulse	was	fired	in	the	

skin,	 it	was	reported	by	patients	that	the	electric	pulse	 in	the	skin	was	felt	 first.	This	 fact	would	
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suggest,	 according	 to	 Massumi,	 that	 sensation	 is	 organized	 recursively	 before	 being	 linearized	

(idem,	28),	before	it	is	directed	towards	action-reaction	circuits.	Brain	and	skin	form	a	resonating	

vessel.	Stimulation	turns	inward,	is	folded	into	the	body,	except	that	there	is	no	inside	for	it	to	be	in,	

because	 the	body	 is	 radically	open,	absorbing	 impulses	quicker	 than	 they	 can	be	perceived,	and	

because	the	entire	vibratory	event	is	unconscious,	out	of	mind	(idem,	29,	underline	my	own).	

	

(This	idea	resonates,	again,	with	Nancy’s	idea	of	the	body	as	the	opening	itself	and	also	with	the	

notion	of	the	body	as	a	transducer.	In	all	these	concepts,	the	notions	of	inside	and	outside	are	not	

adequate	and	they	all	point	towards	a	body	as	itself	relational	and	not	a	subject	or	object	in	relation	

with	–	beyond	expectations	and	subjective	intentions.)	

	

The	 body	 seems	 to	 absorb	 impulses	 quicker	 than	 they	 can	 be	 perceived	 consciously.	 Hence,	

Massumi	will	take	us	a	step	further	in	thinking	this	out	of	the	mind	phenomenon:	something	that	

happens	too	quickly	to	have	happened,	actually,	is	‘virtual’.	The	body	is	as	immediately	virtual	as	it	

is	 actual.	 The	 virtual,	 the	pressing	 crowd	of	 incipiences	and	 tendencies,	 is	 a	 realm	of	 ‘potential’	

(idem,	 30)	Massumi	 is	 using	 Simondon’s	 notion	 of	 potential	 and	 actual,	 through	 the	 idea	 that	

conscious	actions	and	reactions	are	in	a	way	subtractive	operations	and	that	they	also	function	as	

new	openings	 for	other	potentials	and	other	actualisations.	Affect	or	 intensity	are	compared	 to	

bifurcation	 points	 in	 chaos	 theories,	 which	 again	 can	 be	 compared	 (in	 terms	 of	 disruptive	 and	

suspension	 effect)	 with	 the	 notions	 of	 singularity	 (Simondon),	 breakthrough	 (Nancy)	 and	

haecceities	(Deleuze).	Another	important	aspect	is	the	fact	that	its	temporal	sink	is	characterized	

as	a	space-time	where	futurity	combines,	unmediated,	with	pastness,	where	outsides	are	infolded	

and	sadness	is	happy.	(…)	The	virtual	is	a	lived	paradox	where	what	are	normally	opposites	coexist,	

coalesce,	and	connect;	where	what	cannot	be	experienced	cannot	but	be	felt	–	albeit	reduced	and	

contained.	 (idem,	 30)	 Affect	 is	 described	 as	 a	 highly	 synesthetic	 process,	 which	 is	 not	 to	 be	

considered	as	a	raw	domain	of	the	body,	as	a	‘natural’	dimension	as	opposed	to	a	‘cultural’	one.	

Affect	is	not	to	be	considered	a	‘lower’	function	of	the	body,	but	a	process	in	which	higher	functions	

feedback	–	a	process	which	Massumi	refers	to	as	autonomy	of	relation.	Emergence	is	described	as	

a	 two-sided	 coin:	 one	 side	 in	 the	 virtual	 (the	 autonomy	 of	 relation),	 the	 other	 in	 the	 actual	

(functional	 limitation).	 Affect	 is	 then	 claimed	 to	 be	 this	 two-sidedness,	 the	 simultaneous	

participation	of	the	virtual	in	the	actual	and	the	actual	in	the	virtual	(…)	(idem	35).	The	autonomy	

of	affect	is	then	established	through	this	relation:	‘Its	autonomy	is	its	openness’	(idem,	35).	Affect’s	

way	of	spreading	through	all	dimensions	and	functions	seems	then	to	occur	through	synesthetic	

processes,	 implying	 a	 participation	 of	 the	 senses	 in	 each	 other:	 the	measure	 of	 a	 living	 thing’s	

potential	 interactions	 is	 its	 ability	 to	 transform	 the	 effects	 of	 one	 sensory	 mode	 into	 those	 of	

another.		

	

But	the	autonomy	of	affect,	as	participation	of	the	virtual	in	the	actual	and	vice-versa,	inevitably	

implies	 a	 feedback	 relation	 (that	 can	 again	 either,	 feed,	 dampen	 or	 interfere)	 through	 which	

structured	things	live	in	and	through	that	which	escapes	them	(idem).	This	means	that	to	a	certain	
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extent	this	escape	‘cannot	but	be	perceived’	along	the	perceptions	that	are	its	capture.	Massumi	

describes	 two	 possible	 kinds	 of	 side-perceptions	 of	 affect:	 first,	 a	 punctual	 and	 disruptive	

perception	 towards	a	 functional	 linear	 realm	 that	might	be	described	negatively;	and	a	 second,	

continuous,	‘background’	perception	that	might	be	at	stake	in	every	event,	as	non-conscious	self-

perception	that	is	more	likely	to	be	described	positively.	It	is	the	perception	of	this	‘self-perception’,	

its	 naming	 and	 making	 conscious,	 that	 allows	 affect	 to	 be	 effectively	 analysed	 –	 as	 long	 as	 a	

vocabulary	can	be	found	for	that	which	is	imperceptible,	but	whose	escape	from	perception	cannot	

but	be	perceived,	as	long	as	one	is	alive	(idem,	36).		

	

Massumi	brings	Simondon’s	relation	between	self-reflection	and	affect	together	with	Simondon’s	

extended	 conception	 of	 self-reflection	 to	 all	 things,	 living	 or	 not.	 For	 Massumi,	 the	 difference	

between	kinds	of	things	and	levels	of	reality	is	then	a	question	of	degree:	of	the	way	the	modes	of	

organization	(such	as	reflection)	are	differently	present	on	every	level	(idem,	37).	There	seems	to	be	

no	 process	 of	 mediation	 between	 virtual	 and	 actual	 acknowledged:	 Massumi	 writes	 that	 at	 a	
fundamental	physical	level	there	is	no	such	mediation.	The	place	of	physical	nonmediation	between	

the	virtual	and	the	actual	is	explored	by	quantum	mechanics	(idem).	These	different	levels	(physical	

macrosystems,	biological	level,	human	level,	etc)	are	then	said	to	have	specific	operational	modes,	

different	reflections	that	have	to	be	taken	into	account:	each	individual	and	collective	human	level	

is	said	to	have	its	own	peculiar	‘quantum’	mode.	Massumi	goes	further,	claiming	that	the	use	of	the	

concept	of	the	quantum	mode	outside	quantum	mechanics,	even	as	applied	to	human	psychology,	

is	not	a	metaphor,	it	is	an	exact	result	from	feedback	processes	where	higher	functions	can	be	fed	

back	or	forward.	But	this	formulation	of	this	vibratory	self-reflection	through	quantum	mode	gains	

another	very	interesting	perspective	in	Massumi.	He	asks:	is	not	resonation	a	kind	of	self-reflection?		

	

This	aspect	will	bring	us	back	to	Nancy’s	idea	of	listening	as	a	resonant	subject,	an	idea	which	also	

goes	beyond	an	all	too	human	perspective	(dividing	human/animal,	nature/culture)	and	that,	just	

as	Massumi’s	idea	of	‘quantum	mode’,	is	able	to	encompass	and	conceive	every	vibratory	event	as	

self-reflection.	Resonance,	understood	in	both	cases	not	as	an	echo	of	something	but	as	a	resonant	

relation	 and	 vibration	 in	 all	 possible	 directions,	 is	 self-reflection.	 This	 can	 also	 bring	 us	 back	 to	

Szendy’s	 idea	 of	 Nancy’s	 arealized,	 self-reflective	 body	 as	 a	 body	with	 a	 certain	 affordance	 for	
autophony.		

	

D’Errico’s	third	modality	of	performance	–	‘intensive	performance’	
	

Assis	and	D’Errico	are	responsible	for	bringing	these	concepts	of	Massumi	and	Simondon	into	the	
context	 of	 musical	 performance.	 Through	 these	 concepts,	 and	 specifically	 through	 Massumi’s	

analysis	of	the	three	versions	of	the	film	used	in	the	aforementioned	experiment,	Lucia	D’Errico	

formulates	 three	 modalities	 of	 performance	 of	 written	 music.	 1)	 the	 executant,	which	 can	 be	

equated	with	 the	objective	 and	 structuralist	 approach	we	described	on	Chapter	 II.	 of	 virtuosity	

ideals;	2)	the	interpreter,	which	corresponds	to	the	modality	of	Performance	Studies	described	on	
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Chapter	II.	as	the	one	enabling	subjectivity,	and	a	personal	narrative	input	from	the	performer.	But	

as	in	D’Errico’s	statement	we	quoted	at	the	beginning	of	this	section,	this	mode	of	practice	fails	to	

address	intensity:	he	or	she	is	unaware	of	a	level	of	the	body	–	and	of	the	body	of	the	text	–	that	

acts	and	reacts	too	fast	for	consciousness	to	readdress	it	into	coherence,	and	for	the	functional	body	

to	be	moved	by	it	(D’Errico	2018,	164).	

Through	the	concepts	of	affect	as	intensity,	D’Errico	calls	for	another	performing	modality:	3)	the	

performer	is	not	operating	within	a	logic	of	assimilation	of	the	work,	but	where	both	bodies	(of	the	

performer	and	of	the	music	text)	are	affected	through	their	intensity	levels.	What	is	proposed	by	

D’Errico	is	then	a	formulation	of	the	‘communication’	inherent	to	Assis’	‘mode	of	affection’:		

	
The	musical	work,	in	its	integrity	and	self-containment,	must	be	left	outside	the	body.	Physically,	the	

relationship	the	body	of	the	performer	and	the	text	is	an	external	one.	The	performer	does	not	wish	

to	assimilate	 the	 text,	 to	 fuse	with	 it	 into	a	 superior	harmony.	Work	and	performer	must	 remain	

outside	each	other	for	the	body	to	be	affected	in	its	outer	interface	–	the	skin	–	by	means	of	a	total,	

unbridgeable	exteriority	(D’Errico	2018,	165).	
	

D’Errico	calls	for	the	impossibility	of	assimilation,	going	back	to	Massumi’s	idea	of	intensity	as	the	
unassimilable.	Performance	is	not	defined	exclusively	by	what	is	controllable	any	more,	but	also,	
and	inevitably,	by	what	is	out	of	control,	out	of	discipline	and	beyond	semiotic	systems.	The	price	
to	be	paid	for	the	unleashing	of	intensity	in	music	performance	goes	as	far	as	effacing,	mutilating,	
and	subtracting	the	semiotic	level	(idem).	
	

What	D’Errico’s	third	modality	of	performance	could	mean	in	practice,	we	don’t	really	know…	we	

will	have	to	experiment,	experience,	sense	through	other	senses,	and	maybe	then	we	will	be	able	

to	capture	some	glances	of	the	experience	in	new	words.		

	

	

5. THE	BODY	AS	ITS	OUTSIDER(S)	III.	-	(Craenen,	Paxton,	Gil)	
	
We	will	now	focus	on	Paul	Craenen’s	exercise	of	trying	to	‘reach’	the	composing	body	in	the	process	

of	music	composition.	Craenen	will	propose	a	multimodal	composition	concept,	one	that	will	touch	

our	 issues	of	beating	body,	breakthrough,	singularity,	 (micro)haecceities,	 intensity	or	affect,	and	

also	issues	related	to	the	conception	of	space	in	music.	

Craenen	formulates	an	exhaustive	analysis	on	specific	case-studies,	bringing	to	the	foreground	the	

strategies	and	ways	of	approaching	the	performing	body	as	‘material’	for	composition	in	the	post-

war	 vanguards,	 and	 systematises	 how	 the	 body	 is	 brought	 as	 straightforward	 thematization	 in	

music	in	more	recent	approaches.	What	makes	this	attempt	most	surprising	is	the	fact	that	it	finds	

its	way	not	only	through	the	approaches	and	relations	established	towards	the	performing	body,	

but	also	towards	the	listening	body	and,	helas!,	towards	the	most	inaccessible	composing	body.		

Because	one	thing	is	made	evident	and	brought	to	the	foreground	in	Craenen’s	approach:	 if	the	

performing	body	is	thought	of	and	conceived	from	the	outside	in	the	20th	century,	it	is	not	thought	
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of	or	conceived	by	an	abstract	entity,	but	from	another	body,	namely	the	composing	body.	Craenen	

shows	that	 in	order	 to	understand	the	compositional	approach	to	 the	performing	body,	we	will	

have	to	 try	 to	grasp	another	aspect	of	 this	approach,	namely,	 that	 it	 is	done	through	this	other	

composing	body.	The	fact	that	we	can	take	composition	as	having	a	body	into	account	opens	up	

new	thinking	perspectives	and	is	another	argument	against	our	 issue	of	the	stirring	apart	of	the	

machine	 and	 its	 dichotomies	 of	 performers	 and	 composers	 into	 different	 categories.	 The	 non-

suspension	and	non-evaporation	of	the	body	of	the	composer	is	essential	in	order	to	go	further	not	

only	in	thinking	about	the	specific	roles	of	the	body	in	music,	but	for	rethinking	music	in	general.		

	

Scientific	ground	
	

As	we	observed	in	the	beginning	of	this	cluster,	the	idea	of	music	and	composition	practice	as	pure	

abstract	 thinking	 is	 still	very	present	 in	our	society.	However,	 the	paths	 trodden	by	science	and	

specially	by	perception	theories	seem	to	contradict	this	sonotropic	perspective:	through	mimetic,	

enacting	and	subvocalisation	theories	we	have	a	solid	scientific	ground	to	begin	to	conceive	the	

composition	process	as	an	embodied	experience.	A	common	and	consensual	feature	to	all	variants	

of	these	theories	is	the	crucial	presumption	that	perception	and	action	are	already	linked	to	each	

other	 at	 a	 very	 (pre-conscious)	 level	 of	 information	 processing.	 Perception	 of	 action	 implies	 a	

(motor)	mimetic	engagement	of	one	own’s	body.	(Godøy	in	Craenen	2014,	159).	The	theories	show,	

once	more,	 that	there	 is	no	such	thing	as	a	 ‘passive	perception’	and	that	perception,	no	matter	
what,	always	seems	to	imply	an	active	engagement	of	the	body.	The	mimetic	hypothesis	holds	that	

musical	 experience	 involves	 motor	 imagery	 including	 the	 memory	 and	 activation	 of	 muscular	

activity.	If	this	is	correct,	it	means	that	muscular	tension	and	relaxation,	of	kinds	that	would	produce	

sounds	similar	to	those	heard,	are	integral	to	music	perception	and	cognition,	regardless	of	whether	

we	are	conscious	of	this	motor	 imagery’	 (Cox	 in	Craenen	2014,	159).	The	subvocalisation	theory	

shows	 this	 process	 in	 the	 specific	 practice	 of	 silent	 reading:	 even	when	 reading	 in	 silence	 (and	

probably	 in	 silent	 singing)	 the	 same	 muscles	 implied	 in	 the	 action	 of	 reading	 aloud	 are	 being	

activated	through	nerve/motor	impulses	of	the	brain37).		

All	these	assumptions	point	to	a	direction	in	which	musical	creation	seems	to	imply	an	active	inner	

engagement	and	movement	of	the	body	in	the	composition	process.	Through	them,	we	can	outline	

the	composing	body	as	a	physical	engaged	and	motionful	body	and	therefore	also	conceive	the	

composition	process	as	a	physically	‘enacted’	one.	One	of	Craenen’s	assumptions	is	that	musical	

thinking	 implies	 an	 already	embodied	perception(-action)	 of	 how	 the	 instrument	 is	 played.	 The	

instrument	is	seen	as	playing	field	for	the	musical	thinking	which,	in	that	sense,	precedes	the	music…	

The	instrument	embodies	diverse	forms	of	natural	and	cultural	resistance	as	material	object.	 (…)	

																																																								
37	Related	to	this	subject,	but	regarding	the	playing	of	 instruments	–	there	are	several	 techniques	(such	as	Alexander	
Technique,	for	one)	that	help	memorise	music	and	overcome	difficulties	of	performance,	which	imply	a	‘playing	in	the	
mind’	–	in	the	end,	the	same	principle	is	implied:	‘inner	playing’	also	provokes	impulses	through	the	nerves	into	muscles	
which	usually	work	when	playing.	‘Inner	playing’	seems	to	work	and	to	be	helpful	in	studying	precisely	because	it	is	not	
only	an	abstract	kind	of	thinking,	but	because	it	works	with	all	dimensions	actually	involved	in	playing.	
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Resistance	 both	 conditions	 and	 inspires	 musical	 creativity	 (Craenen	 2014,	 192).	 Although	 the	

cognitive	processes	involved	in	sound	imagination	haven’t	yet	been	clarified	through	science,	actual	

knowledge	 indicates	 that	we	think	and	 imagine	new	sounds	 in	 reference	to	known	ones:	sound	

imagination	 seems	 to	 be	 linked	 to	 a	 process	 that	 differently	 composes	 and	 shapes	 already	

experienced	sounds.	As	far	as	we	know,	there	seems	to	be	no	such	thing	as	a	human	capacity	for	

imagining	completely	abstract	sounds,	with	no	connection	to	the	real	world:	on	the	contrary,	sound	

imagination	 seems	 to	 relate	 to	 a	 previously	 embodied	 sound	 experience,	 and	 to	 the	 specific	

experience	of	sound	resistance	that	emerges	as	a	given	 instrumental	 (or	specific	sound)	playing	

field.	 Experience	 of	 sound	 resistance	 arises	 then	 as	 a	 huge	 and	 endless	 potential	 for	 being	 re-

created:	re-shaped,	re-filtered,	re-processed,	re-composed	in	new	sounds.	

	

The	 fact	 that	 sound	 imagination	 is	 conceived	 as	 a	 process	 connected	 with	 the	 experienced	

materiality	of	sound,	together	with	the	acknowledgement	of	musical	thinking	as	an	embodied	and	

enacting	experience	open	a	new	possibility	for	conceiving	music	creation:	composition	might	then	
also	be	regarded	as	a	process	of	impulses	through	nerves,	movements	of	muscles,	viscera,	blood	

pressure,	skin	galvanization,	a	great	deal	of	bodies	operating	with	and	against	each	other.	But	how	

to	relate	to	such	a	disperse	body?	Therefore,	the	kind	of	investigation	lead	by	Craenen	(although	

very	different	in	approach)	has	a	similar	flavour	to	the	one	lead	by	Steiner	and	which	we	remarked	

on	at	the	beginning	of	this	text:	trying	to	find	the	traces	of	the	composing	body	in	music	is	in	a	way	

comparable	to	Steiner’s	proposal	for	listening.	And	they	can	both	lead	us	back	to	the	theme	of	the	

pulsating	or	beating	body.		

	

Towards	microtime	zone	through	Clynes’	‘double	stream	theory’	
	

Through	his	analysis	of	Berio’s	Sequenza	V	for	trombone,	Craenen	concludes	that	minor	changes	in	

the	relationship	between	action	and	sound	result	 (lasting	tenths	of	a	second)	can	be	sometimes	

perceived	as	major	changes	in	identity	of	audiovisual	gestures	(idem,	255-56).	He	then	argues	there	

is	 a	 difference	 between	 the	 articulation	 produced	 within	 a	 time	 zone	 of	 the	 organized	

action/reaction	body	–	the	time	frame	of	rhetorical	figures	and	meaningful	gestural	prototypes	–	

and	movement	occurring	in	a	microtime	zone,	as	micro	vibrations	–	beyond	subjective	control	and	

out	of	consciousness.	The	difference	between	these	time	realms	is	then	established	in	part	through	

Craenen’s	 critical	 analysis	 of	 Manfred	 Clynes’	 research	 (1995)	 on	 performance.	 Through	 the	

microtime	 analysis	 of	 various	 recordings	 of	 pieces	 by	 certain	 ‘classic’	 composers	 performed	 by	

different	professional	performers,	Clynes	found	an	implicit	level	of	pulses	in	a	microtime	zone	that	

was	 clearly	 exceeding	 the	 information	 exposed	 in	 the	 score.	 Clynes’	 research	was	 then	 aiming	
towards	 a	possibility	of	 finding	a	 composer’s	 pulse.	 The	possibility	of	 finding	 a	 signature	of	 the	

composing	body	 in	music	 (and	out	of	 the	score)	meant	 for	Clynes	 finding	a	 succession	of	micro	

pulses	that	could	resist	different	interpretations,	different	performers	and	even	different	pieces	by	

a	 composer.	 If	 a	 certain	and	 singular	pattern	was	 recognised,	 it	was	 then	 regarded	as	a	unique	

personal	imprint	of	a	specific	composer.	



	 65	

	

The	main	vectors	of	these	experiments	–	such	as	the	validity	of	the	purpose	of	trying	to	reduce	a	

composer’s	approach	to	a	unique	formula,	the	methodology	used	for	research38,	and	the	fact	that	

many	 important	and	 intervening	 factors	 in	 the	process	 (such	as	aural	 culture	and	 transmission)	

were	not	taken	into	account	–	have	been	criticized	and	considered	problematic	within	the	academic	

realm,	and	by	Craenen	himself.	Nevertheless,	and	putting	Clyne’s	goals	and	interpretations	of	the	

results	aside,	Craenen	selects	specific	 information	made	available	by	these	studies	as	significant	

tools	that	can	lead	us	to	other	kinds	of	questioning	and	conclusions:	we	might	choose	to	retain	a	

more	 tentative	 interpretation	 of	 his	 theory,	 namely,	 the	 possibility	 of	 finding	 a	 collection	 of	

microtemporal	movement	 characteristics	 in	 a	 compositional	 oeuvre	 that	 are	 to	 a	 certain	 extent	

recognisable,	and	therefore	subject	to	systematisation	(idem,	251).	

	

Relating	to	the	subject	of	the	Schumannian	body	described	by	Barthes,	Craenen	draws	on	Clyne’s	

‘double	 stream	 theory’	 –	 a	 theory	 which	 claims	 the	 existence	 of	 two	 simultaneous	 streams	 of	
musical	meaning	in	WAM	–	and	which	corresponds	to	the	previously	mentioned	idea	of	different	

time	 zones	 of	 articulation	 (and	 therefore	 movement):	 the	 second	 stream	 corresponds	 to	 the	

annotatable	and	narrative	development	of	music	at	the	level	of	the	expressive	gesture,	and	is	said	

to	occur	within	a	 time	 frame	of	 three	 to	eight	 seconds.	 The	 first	 stream	corresponds	 to	a	non-

annotatable,	repetitive	and	hierarchical	pulse	structure	that	lays	as	a	canvas	for	the	second	stream	

and	in	which	pulse	unit	is	said	to	last	between	half	a	second	and	a	whole	second.	The	pulse	structure	

is	not	the	equivalent	of	the	metre	that	can	be	read	from	the	score	but	must	be	considered	an	inner	

pulsation	that	groups	pulses	in	a	microtemporally	typical	manner.	It	is	through	the	addition	of	this	

microstructure	to	the	score,	to	be	understood	as	tiny	deviations	in	the	timing	of	nominal	note	values	

(roughly	between	 two	 to	 twenty	milliseconds),	as	well	as	accents	or	 the	amplitude	envelopes	of	

individual	 notes,	 vibrato,	 or	 variations	 in	 timbre	 within	 a	 note,	 that	 the	 musical	 performance	

becomes	“lively”	and	convincing	(idem,	250).		

	

‘Shared	physicality’	&	‘aural	transmission’		
	

Relating	Clyne’s	description	of	the	first	stream	with	Barthes’	description	of	a	beating	body,	Craenen	

proposes	 that	 the	 Schumannian	 body	 could	 be	 based	 on	 the	 recognition	 of	 this	 type	 of	

microtemporal	pulse	structure	(…)	that	cannot	be	found	as	such	 in	the	score	but	that	makes	the	

musical	 developments	 meaningful	 in	 performance.	 But	 the	 possibility	 of	 finding	 the	 same	

micropulse	structure	in	different	recordings	by	different	performers	leads	Craenen	to	acknowledge	

two	possible	 features	 in	 this	 beating	body:	 first,	 the	possibility	 of	 transmission	 (since	 the	 same	

																																																								
38	 See	 (ed.	 Godøy,	 Leman	 2010,	 88-93),	 for	 example,	 performances	 that	 would	 match	 the	 idea	 of	 pulse	 would	 be	
considered	‘right’	and	the	ones	that	would	not	correspond	to	these	expectations	would	be	considered	‘wrong’:	on	the	
whole	the	wrong	pulse	tends	to	be	less	appropriate	(more	unpleasant)	for	those	who	presumably	understand	the	music	
best	(Clynes	in	Godøy,	Leman	2010,	91).	
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micropulse	 structure	 can	 be	 found	 in	 several	 recordings	 by	 different	 performers);	 second,	 the	

implausibility	 that	 this	micropulse	 structure	 as	 a	 shared	 physicality	 could	 be	 considered	 as	 the	

inalienable	property	of	one	composer.	Craenen	proposes	therefore	that	Schumann’s	beating	body,	

as	 this	 shared	 physicality,	 could	 be	 regarded	 as	 a	 “biocultural”	 correspondence	 relying	 on	 the	

effective	power	of	aural	transmission	in	WAM:	the	identification	of	the	Schumann	character	is	based	

on	an	aural	transmission	of	gestural	identity	mediated	by	a	common	bodily	carrier	(idem,	252).	

	

It	is	interesting	to	suspend	our	narrative	here	in	order	to	establish	relations	to	previous	authors	and	

ideas.		

We	can	easily	recall	the	two	levels	of	the	same	event	or	reality	formulated	by	Massumi	as	intensity	

and	quality	as	realms,	which	share	common	features	with	Clyne’s	first	stream	and	second	stream.	

Second	stream	and	quality	 level	can	be	connected	by	their	meaningful,	narrative	and	expressive	

content	 in	a	bigger	time	frame,	whereas	first	stream	and	 intensity	 level	can	be	related	to	out	of	

subjective	control	micro	movement	occurring	within	the	microtime	zone.	It	could	be	interesting	to	
conduct	 specific	 experiments	 in	 order	 to	 understand	 if	 there	 could	 be	 any	 effective	

correspondences	in	terms	of	precise	time	correspondences	between	Massumi’s	mystery	of	the	half	

second	and	Clyne’s	micro	time.	Regarding	first	stream	and	microtime	it	is	also	interesting	to	draw	

the	 same	 parallels	 to	 all	 previous	 notions	 that	 implied	 time	 disruption,	 such	 as	 Nancy’s	

breakthrough,	 Simondon’s	 singularity,	 Deleuze’s	 notion	 of	 haecceities	 and	 Assis	 formulation	 of	

microhaecceities.	In	all	of	these	theories	there	is	a	notion	of	rupture	of	the	dimension	of	linearity	

which	is	conceived	or	observed	in	a	microtime	zone.	

	

Moving	away	from	the	idea	of	the	composer’s	pulse,	Craenen	states	that	the	relevance	of	Clyne’s	

theories	lies	on:	1)	making	evident	that	listening	bodies	are	sensitive	to	the	extreme	subtleties	of	

micro-pulses	and	the	fact	that	this	sensitivity	is	expressed	in	experiences	of	meaning	that	are	not	

based	 on	 hermeneutic	 interpretation,	 but	 rather	 on	 a	 direct	 activating	 recognition	 (mimetic	 or	

otherwise)	of	corporeal	identity	(idem,	252);	2)	acknowledging	that	microtemporal	characteristics	

can	embed	themselves	as	corporeal	identity	and	thus	be	transferred	(idem);	3)	acknowledging	aural	

transmission	as	responsible	for	the	transmission	of	this	incommensurable	part	of	‘information’	or	

‘knowledge’	 carried	 within	 WAM.	 Craenen	 further	 claims	 that	 it	 might	 be	 precisely	 because	
micropulse	 structure	 is	 occurring	within	a	 time	 frame	of	 reflexes	 and	automatic	 responses	 over	

which	we	have	no	direct	control	(idem,	255),	that	aural	transmission	might	be,	after	all	at	least	as	

binding	 and	 disciplining	 as	 a	 culture	 based	 on	writing	 (idem).	 And	 I	would	 ask	 if	 this	 somehow	

ungraspable	but	seemingly	effective	‘communication’	could	possibly	be	related	to	Assis’	‘mode	of	

affection’	and	Szendy’s	‘form	of	telepathy’	as	‘out	of	mind’	processes	where	a	kind	communication	

occurs	beyond	the	subjective	control.	
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‘Requirements’	for	an	‘effective	imprint’	of	the	ungraspable	body	in	music	
	

Regarding	the	features	of	the	‘transmission’	in	question,	Craenen	points	out	that	the	possibility	of	

leaving	a	mark	or	imprint	in	music	entails	several	important	aspects	that	should	be	considered.	The	

first	is	the	fact	that	the	possible	mark	left	by	the	composer	could	only	correspond	to	a	level	of	the	

body	which	 is	 not	 the	 linear	 or	 organised	 one	 and	 the	 one	 related	 to	meaningful	 gesture.	 The	

possible	mark	to	leave	would	then	be	related	to	a	level	beyond	compositional	control	or	intention:	

it	would	correspond	then	to	a	highly	local	characteristic,	comparable	with	someone’s	walk	or	their	

accent	(…)	(idem,	254).		

The	second	aspect	that	allows	this	personal	mark	to	be	left	in	the	music	by	a	composer	is	stated	by	

Craenen	 as	 a	 necessarily	 intimate	 relation	with	 the	 concrete	 experience	of	 sound	 and	music,	a	

certain	speed	of	writing	or	at	least	a	physical	experience	of	the	composing	body	that	does	not	lose	

touch	with	music’s	inner	time,	with	‘being	in	the	music’	(idem,	254).	Bringing	up	Scelsi	and	Feldman	

as	examples	of	such	a	relation,	Craenen	argues	that	this	intimate	relation	does	not	correspond	to	a	
great	level	of	detail	of	a	score.	Instead,	complexity	and	extreme	detail	are	reported	as	affording	a	

big	potential	for	obstructing	the	possibility	of	leaving	a	mark	in	music.	Albeit	through	very	different	

processes,	Feldman	and	Scelsi	have	in	common	the	fact	that	both	composed	at	the	piano	and	that	

this	intimate	physical	relation	with	sound	and	the	listening	process	can	be	said	to	be	felt	in	their	

music	as	being	a	high-resolution	print	of	the	reflexes	of	a	composing	body.		

	

Improvisation	could	be	said	to	be	the	place	where	this	high-resolution	imprint	of	microtime	pulse	

can	be	most	evidently	exposed:	more	than	through	structural	development,	its	high	complexity	can	

be	said	to	come	mostly	from	this	microtime	zone.	This	zone	is	brought	to	the	foreground	in	terms	

of	timbre	diversity	and	variation,	and	in	terms	of	a	clearer	exposing	of	the	reflexes	of	a	body	acting	

and	reacting	in	real	time.	As	in	Scelsi	and	Feldman's	composition	processes,	improvisation	is	a	very	

important	part	and	tool	of	the	process.	 In	Scelsi’s	case	we	can	argue	that	 it	 is	the	process	 itself,	

since	his	piano	compositions	are	essentially	transcriptions	of	recordings	of	his	 improvisations.	 In	

Feldman’s	work	the	process	is	different,	in	terms	of	its	development	through	linearity	of	time,	but	

physical	contact	and	immersion	in	sound	are	a	central	aspect	of	it.	His	work	on	non-usual	patterns	

always	seems	to	be	a	self-reflection	on	this	relation:	not	aiming	to	achieve	what	might	have	been	
called	a	‘pure’	sound	relation	in	Romantic,	but	towards	a	sound	relation	that	tries	to	feel,	question	

and	 contradict	 itself,	 finding	 new	 perspectives	 outside	 ‘naturalness’.	 From	 these	 compositional	

processes	(in	Scelsi	and	Feldman)	it	might	be	then	pertinent	to	formulate	that	the	possibility	of	an	

imprint	is	‘created’	through	the	relations	established	between	all	music	bodies.			

	

Real	potential	for	composition	
	

Craenen	 goes	 further	 regarding	 this	 importance	 of	 microtemporal	 realm	 as	 affording	 a	 real	

potential	for	the	composition	process	with	a	crucial	relevance	that	does	not	act	as	an	additional	or	

colouring	but	as	a	motor	for	musical	inspiration,	a	kinetic	potential	from	which	musical	ideas	and	
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musical	structure	can	emerge.	(idem,	253)	But	that	this	microtemporal	realm	can	gain	a	structural	

relevance	 in	 compositional	 process	 brings	 several	 implications	 to	 our	 consideration:	 that	 the	

composition	process	is	very	physical	and	extremely	sensorial;	that	this	experience	might	become	

so	direct	that	the	distance	needed	for	cognitive	reflection	is	lacking	(idem,	258);	and	that	this	gap,	

which	 is	 lacking	 in	cognitive	 reflection,	will	necessarily	 lead	us	 to	call	 into	question	what	can	or	

cannot	be	considered	‘musical	thinking’:	 if	 the	directness	and	spontaneity	that	make	themselves	

felt	 in	microtime	mean	that	the	 individual	body	can	 leave	 its	mark	on	the	music	as	a	movement	

identity	but	also	result	 in	 that	 identity	 remaining	beyond	the	reach	of	 the	composer’s	 reflection,	

what	possibilities	exist,	what	might	the	meaning	of	that	composing	body	be?	Can	an	exploration	

from	a	composer’s	perspective	that	leads	us	to	the	smallest	time	frame	in	music	still	be	considered	

musical	thinking?	(idem,	255)	

Whether	or	not	it	might	be	considered	(musical)	thinking	is	probably	not	be	the	most	important	

question	to	answer	at	this	point.	The	most	relevant	fact	for	our	context	seems	to	be	that	we	can	no	

longer	 ignore	 the	 importance	of	 this	dimension	both	 in	musical	 creation	and	performance.	 The	
question	would	 then	 point	 in	 an	 other	 direction:	 how	 to	 deal,	 or	work	 upon	 this	 dimension	 in	

composition,	if	the	possibility	to	deal	or	work	upon	this	dimension	exists	at	all…?	

	

Compositional	strategies	for	bringing	pulse	structure	to	the	foreground	–	Lachenmann	
	

Craenen	reflects	on	the	possibility	of	bringing	the	micropulse	structure	to	the	musical	foreground	
through	specific	compositional	strategies.	Since	there	might	be	no	way	to	access	this	microtime	

realm	directly	in	a	conscious	and	rational	self-reflective	manner,	the	possibilities	for	bringing	this	

realm	to	the	foreground	might	imply	a	direct	physical	relation	to	sound,	but	most	of	all,	strategies	

for	blocking	the	first	stream	of	narrative	and	expressive	gestures.	He	mentions	Feldman	and	Scelsi’s	

music	as	examples	of	this	strategy,	since	their	music	is	not	dominated	by	intruding	forms	of	large	

gestures	or	concrete	sounds	(idem,	256)	and	brings	to	discussion	the	music	of	Helmut	Lachenmann.		

	

It	might	be	relevant	to	refer	that	Lachenmann’s	music	is	brought	up	as	fundamental	for	discussion	

not	 only	 by	 Craenen	 but	 in	 all	 the	 three	 clusters	 of	 approaches	 evoked	 in	 this	 research39	

Lachenmann’s	 ‘return’	 to	 a	 sensorial	 musical	 approach,	 but	 through	 an	 aesthetic	 of	 refusal	 of	

conventions,	habits	and	 installed	 instrumental	auras,	as	well	as	his	 long	and	singular	process	of	

thinking	about	the	 listening	subject,	opened	a	new	path	for	thinking	about	the	body	 in	music,	a	

path	which	is	already	hinting	at	the	dimension	of	the	body	in	discussion.	Listening	is	regarded	by	

Lachenmann	 as	 a	 self-reflective	 process	 or,	 as	 he	 puts	 it:	 the	 object	 of	 music	 is	 listening,	 the	

perception	that	perceives	itself	(ed.	Szendy	2000,	118)	or	listening	means:	to	discover	one-self	anew,	

																																																								
39	 In	 the	 first	 cluster	 of	 thought,	 it	 is	 brought	 up	by	 Szendy	 in	 his	 Phantom	 Limbs	 (…);	 in	 the	 second,	 by	Assis	 in	 his	
publication	 The	 conditions	 of	 creation	 and	 the	 haecceity	 of	 music	 material	 –	 Philosophical-aesthetic	 convergences	
between	Helmut	Lachenmann	and	Gilles	Deleuze	(in	Assis	2018,	225);	in	the	third,	by	Paul	Craenen	in	Composing	under	
the	skin	–	The	music-making	body	at	the	composer’s	desk.	
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to	change	one-self	40	(idem,	119).	Listening	is	then	also	based	in	proprioception	and	occurs	through	

a	kind	of	synaesthesic	process	where	it	is	not	only	the	instrument	as	an	object	that	is	explored	in	

music:	 it	 is	 the	 exploratory	 action	 of	 the	 tactile	 discovery	 itself	 that	 finds	 its	 way	 into	 our	

consciousness	 (Craenen	 2014,	 91).	 In	 his	 ‘musique	 concrète	 instrumentale’	 this	 listening	

perspective	comes	along	with	an	idea	that	the	way	sound	is	generated	(gesture,	movement)	and	

its	implicit	energetic	impulse	are	considered	as	most	crucial	musical	parameters.	

		

Going	back	to	a	possible	strategy	of	blocking	the	second	stream,	Craenen	proposes	that,	in	the	case	

of	Lachenmann,	cadence-like	figures	do	occur,	but	his	aesthetic	of	‘refusing	convention’	suggests	an	

awareness	of	reflexes	that	manifest	in	a	smaller	time	frame,	adding:	if	we	do	not	limit	Lachenmann’s	

‘refusal	 of	 convention’	 to	 the	wider	 time	 frame	of	 tonal	movement	 or	 the	 rhetorical	 figure,	 but	

extend	it	to	the	time	frame	of	Clyne’s	microtime,	this	will	mean	that	we	should	be	able	to	find	a	

resistance	to	his	own	automatisms	or	reflexes	in	his	music	(Craenen	2014,	256/7).	Hence,	it	seems	

acknowledgeable	 that	 Lachenmann’s	 music	 explores	 this	 microtime	 realm	 in	 many	 different	
directions.	The	more	difficult	task,	of	course,	is	to	clearly	identify	these	processes	and	disentangle	

a	micropulse	structure	from	a	narrative	pulse	structure	in	a	musical	context	of	irregular	metre	and	

pulse,	as	in	Lachenmann’s	case.	This	is	why,	from	a	certain	point	onward,	this	discussion	will	have	

to	remain	in	a	speculative	realm.	However,	Lachenmann’s	music	(and	composition	process)	 is	 in	

this	 context	 regarded	 by	 Craenen	 as	 matching	 the	 criteria	 that	 would	 allow	 music	 to	 have	 a	

‘personal	movement	 identity’:	 it	 is	 developed	 in	 an	 intimate,	 linear	 and	 concrete	 relation	with	

sound	and	work.	For	this	reason,	Craenen	thinks	of	the	hypothesis	of	a	“typically	Lachenmannian”	

gesture	that	can	be	transmitted	aurally	as	an	interesting	train	of	thought	(idem,	257).			

	

Lachenmann	 is	 then	a	 composer	who,	while	maintaining	 the	 roles	of	 composer,	 performer	 and	

listener	 untouched,	makes	 an	 effort	 to	 bring	 them	 closer	 together.	 The	 composing	 body	 is,	 in	

Lachenmann’s	 case,	 a	 body	 that	 thinks	 and	 recreates	 the	 performing	 and	 the	 listening	 bodies,	

making	an	effort	to	stand	‘in	their	shoes’	and	to	sense	their	different	perspectives.	It	is	an	approach	

that	 begins	 to	 move	 away	 from	 the	 radical	 composer/performer	 relation	 of	 new	 complexity,	

creating	a	space	for	complicity	between	the	two	roles.	This	 is	a	path	which	 is	 followed	by	many	

composers	of	newer	generations	with	many	different	and	very	interesting	musical	outputs.		

	
	
	

																																																								

40	Translation	by	the	author:	l’objet	de	la	musique	est	l’écoute,	la	perception	qui	se	perçoit	elle-même	or	écouter	signifie:	
se	découvrir	soi-même	de	nouveau;	se	changer.			
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‘Body	as	Zero	Point’	(Craenen)	&	small	dance	(Paxton)	
	

At	the	end	of	his	book,	Craenen	suggests	that	thematization	of	the	body	in	music	could	be	further	

expanded	through	a	music-making	body	that	can	operate	as	a	zero	point	of	compositional	thinking	

(Craenen	2014,	 262):	 a	body	as	 zero	 point.	 Presented	 as	 a	 body	 that	 precedes	 the	 roles	 of	 the	

composing	body,	performing	body	and	listening	body,	this	body	as	zero	point	is	then	suggesting	a	

way	 of	 composing	 that	 attempts	 to	 bridge	 the	 gap	 between	 composition,	 performance,	 and	

experience	by	taking	physical	reality	of	music-making	and	experiencing	music	as	a	starting	point	

(perhaps	not	for	the	first	time),	without	needing	to	hark	back	to	a	romantic	“naturalness”	or	mystic	

intuition	of	the	body	(Craenen	2014,	262).	The	body	as	zero	point	is	described	with	the	image	of	a	

body	that,	trying	to	come	to	a	standstill,	is	confronted	with	the	impossibility	of	stillness	(just	as	in	

Cage’s	silent	piece)	and	becomes	aware	of	 its	own	micromovements.	This	 is	a	body	that	pushes	

perception’s	boundaries	further:	a	body	that	can,	ultimately,	perceive	itself	as	liminal	oscillation.	

This	 image	is	taken	from	Steve	Paxton’s	small	dance,	a	central	 idea	in	his	conception	of	Contact	
Improvisation:	 small	 dance	 is	 the	movement	 performed	 in	 the	 very	 act	 of	 standing:	 it	 is	 not	 a	

consciously	directed	movement,	but	it	can	be	consciously	observed	41	(Paxton	qt.	in	Gil,	2001,	133-

4).	

	

Although	Craenen	does	not	explicitly	acknowledge	it,	José	Gil	formulates	these	out	of	conscience	

and	out	of	control	micro	movements	of	Paxton’s	small	dance	as	virtual	movements,	as	a	virtual	that	

corresponds	to	Deleuze’s	formulation	of	it:	virtual,	in	the	sense	that	their	emission	and	absorption,	

their	creation	and	destruction	are	produced	in	a	time	which	is	shorter	than	the	minimum	continuous	

thinkable	 time,	 and	 since	 this	 brevity	 keeps	 them	 under	 a	 principle	 of	 uncertainty	 and	

indetermination	from	then	on.42(Deleuze	e	Parnet	 in	Gil	2001,	141).	The	virtual	dimension	of	the	

body	is	then	conceived	through	the	concept	of	atmosphere,	an	idea	that	has,	in	fact,	many	common	

traces	with	the	concept	of	aréalité	formulated	by	Nancy	and	to	Massumi’s	virtual:	an	ungraspable	

dimension	of	the	body	that,	although	not	actual,	is	considered	to	be	real.	It	is	then	described	as	an	

ensemble	of	driving	 forces	and	magnetisms	which	are	 infra	semiotic	and	 interior-exterior	 to	 the	

bodies43	(Gil	2001,	147)	and	that,	just	as	all	previous	conceptions	of	an	ungraspable	realm	of	the	

body	 brought	 up	 in	 this	 research,	 are	 formulated	 through	 a	 non-conformity	 with	 the	 semiotic	
system	and	with	dualities	of	inside/outside	of	the	body.		

	

The	small	dance,	again,	complements	the	complex	image	of	the	body	that	we	have	been	trying	to	

draw	(or	un-draw)	through	the	three	clusters	of	authors:	a	body	that	fails	to	submit	to	subjectivity,	

to	signification,	that	is	as	much	in	control	as	it	is	out	of	control.	It	is	a	body	that	can	escape	from	

																																																								
41	 Translation	 by	 the	 author:	A	 pequena	 dança	 é	 o	movimento	 efectuado	 no	 próprio	 acto	 de	 estar	 de	 pé:	 não	 é	 um	
movimento	conscientemente	dirigido,	mas	pode	ser	conscientemente	observado.	
42	Translation	by	the	author:	virtuais	na	medida	em	que	a	sua	emissão	e	absorção,	a	sua	criação	e	destruição	se	fazem	
num	tempo	mais	pequeno	que	o	mínimo	de	tempo	contínuo	pensável,	e	uma	vez	que	essa	brevidade	os	mantém	daí	em	
diante	sob	um	princípio	de	incerteza	e	indeterminação.		
43	Translation	by	the	author:	infra-semiótica	e	interior-exterior	aos	corpos.	
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itself,	 that	 can	 open	 itself	 in	 the	 sense	 that	 escaping	 from	 oneself	 is	 opening	 oneself	 to	 an	

unstoppable	movement	that	will	let	unconscious	contents	go	through44	(Gil	2001,	139).	For	Paxton,	

consciousness	is	a	gruyère	(an	association	to	the	holes	in	gruyère	cheese):	a	surface	with	gaps	that	

represents	 conscience	 activity	 as	 a	non-continuous	 realm.	Conscience	 is	 therefore	portrayed	as	

occasionally	 disappearing,	 Paxton	 argues:	 I	 don’t	 know	where	 it	 goes.	 But	 I	 think	 I	 know	why	 it	

disappears:	something	is	produced,	that	is	too	quick	for	thought45.	(Paxton	in	Gil	2001,	140).		

	

Paxton’s	 small	 dance	 and	 Craenen’s	 body	 as	 zero	 point	 resonate	 both	 with	 Szendy’s	 idea	 of	

predisposition	for	autophony	(and	Nancy’s	arealité)	and	with	Massumi’s	idea	of	quantum	mode	of	

the	singular	bodies.	But	other	relations	to	previous	ideas	can	be	further	explored:	returning	to	the	

small	dance,	Contact	Improvisation	is	formulated	by	Paxton	as	a	process	that	allows	the	spreading	

of	micro	movements	from	one	body	to	another.	This	‘transmission’	of	small	dance	is	then	said	to	

occur	from	the	contact	of	the	bodies:	not	as	an	assimilation	process	of	information,	but	as	a	kind	

of	‘contagion’	and	‘osmosis’	process,	occurring	through	the	outer	interface	of	the	body,	the	skin.	A	
process	 where	 each	 body	 still	 maintains	 its	 singularity.	 These	 specific	 movements	 and	 their	

spreading	are	considered	by	Gil	as	occurring	at	a	virtual	 level:	the	virtual	 level	 is	the	 level	of	the	

osmosis	of	the	unconscious	movements	(virtual)46	(Gil	2001,	142).	Regarding	this	osmose,	Gil	refers	

that	 as	 a	 dynamic	 of	 unconscious	 forces	 circulating	 	 at	 skin	 surface,	 dance	 always	 implies	 the	

contagion	 of	 the	 bodies;	 that	 is,	 a	 communication	 of	 the	 unconscious47	 (idem,	 148).	 Again,	 this	

virtual	unconscious	contagion	loudly	resonates	the	ideas	of	‘communication’	brought	up	by	Szendy	

as	‘form	of	telepathy’	and	Assis	as	‘mode	of	affection’,	or	simply	affection.	The	importance	given	to	

the	skin	as	an	outer	interface	also	brings	us	back	to	the	intimate	relation	established	by	Massumi	

between	affect	or	process	of	affection	and	the	physical	reaction	of	skin	galvanization,	a	relation	

that	 was	 then	 captured	 by	 D’Errico,	 and	 brought	 into	 her	 third	 (intensive)	 mode	 of	 musical	

performance	as	a	crucial	element:	work	and	performer	must	remain	outside	each	other	for	the	body	

to	 be	 affected	 in	 its	 outer	 interface	 –	 the	 skin	 –	 by	means	 of	 a	 total,	 unbridgeable	 exteriority.	

(D’Errico	2018,	165)	

	

It	might	be	interesting	to	bring	Massumi’s	formulation	of	the	autonomy	of	affect	and	autonomy	of	

relation	to	this	context.	 If	affect	 is	autonomous	and	feeds	higher	functions,	operating	through	a	
logic	of	resonance/interference	or	amplifying/dampening,	this	body	as	zero	point	could	be	a	body	

that	does	not	only	precede	the	roles	of	composing/performing/listening:	this	body	as	zero	point	

might	be	‘resonating’	before,	after,	behind	any	task,	any	process	implied	in	these	roles.		

	

																																																								
44		Translation	by	the	author:	Escapar	a	si	próprio	é	abrir-se	a	um	movimento	imparável	que	vai	deixar	passar	conteúdos	
inconscientes.		
45	Translation	by	the	author:	não	sei	para	onde	vai.	Mas	creio	saber	porque	desaparece.	Produz-se	alguma	coisa	que	é	
rápida	demais	para	o	pensamento.	
46	Translation	by	the	author:	o	plano	virtual	é	o	plano	da	osmose	dos	movimentos	inconscientes	(virtuais).	
47	Idem:		enquanto	dinâmica	das	forças	inconscientes	circulando	«à	flor	da	pele»,	a	dança	implica	sempre	o	contágio	dos	
corpos;	ou	seja,	a	comunicação	de	inconscientes.	
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And	although	Craenen	conceives	the	roles	of	performer,	composer	and	listener	as	expanded	roles	

that	might	‘stand	on	each	other’s	feet’,	by	taking	physical	reality	of	music-making	and	experiencing	

music	as	a	starting	point	(Craenen	2014,	262),	these	roles	are	maintained	as	defined	and	stable.	It	

is	 interesting	 to	 note	 that	 the	 separation	 of	 roles	 seems	 to	 fulfil	 a	 security	 measure	 against	

subjectivity	 in	WAM	 throughout	 the	 20th	 and	 21st	 centuries,	 as	 a	 necessary	 tool	 pushing	 in	 the	

direction	of	reflection,	prudence	and	repositioning.	There	still	seems	to	exist	a	taboo	regarding	the	

paradigm	of	composer/performer,	as	embracing	an	inevitable	risk	of	subjectivity,	frivolous	vanity	

and	show	off.	The	composer-performer	paradigm	seems	to	unavoidably	mean	the	impossibility	of	

self-reflection:	regarded	as	a	closed	circuit,	it	seems	to	be	condemned	to	crystalize	in	a	same	old	

same.		

	

But	 I	would	argue	that	what	 it	can	bring	anew	is	precisely	another	 idea	of	self-reflection,	a	new	

space	 of	 relation,	 which	 can	 broaden	 our	 conception	 of	 rational	 self-reflection	 towards	 other	
invisible	but	concrete	dimensions	of	the	bodies	and	of	the	music.	New	audacious,	self-reflective,	

highly	 sensorial	 composer/performer	 approaches	 can	 probably	 afford	 a	 different	 directness	 of	

musical	experience	that	could	open	up	new	ways	of	thinking	and	experiencing	music,	but,	most	of	

all,	new	ways	of	perceiving	and	sensing	the	multiple	and	divergent	self,	away	from	normalised	and	

rigid	stereotypes.	And	that	is	an	extremely	important	point	for	new	music	in	our	days:	pertinent	

and	powerful	forms	of	engagement	and	new	ways	of	self-reflection	can	be	most	precious	tools.	

	

	

	

6.					THE	BODY	AS	ITS	OUTSIDER(S)	IV:	towards	a	body	as	listening	
	

A	 multiple	 and	 disparate	 body(ies)	 is	 beginning	 to	 be	 ‘transduced’,	 ‘interpreted’,	

shaped|unshaped48	 throughout	 this	 research	project	 (throughout	 the	creative	process	of	 trilogy	

and	this	thesis):	a	body	as	its	outsider(s).	

	

The	multiple	and	disparate	body(ies)	that	is	being	shaped|unshaped49	through	this	research	project	

is	then	a	body(ies)	that	does	not	need	to	be	forced	from	the	outside,	it	does	not	need	the	injection	

from	 the	 outside50	 (discussed	 in	 the	 context	 of	 complexity	 and	 new	 complexity	 approaches)	 to	

emerge	as	a	vulnerable	and	unsteady	body.	But	the	fact	that	it	doesn’t	need	this	injection	does	not	

mean	that	it	can	avoid	or	escape	violence:	it	does	not	need	the	injection	from	the	outside	because	

it	is	itself	the	injection	from	the	outside,	it	does	not	need	violence	to	be	prompted	upon	it,	because	

																																																								
48	 The	 designation	 of	 shaping/unshaping	 does	 not	 refer	 to	 a	 simple	 process	 of	 giving	 form	 to	 matter,	 but	 to	 a	
constructive/deconstructive	process	that	may	encompass	the	notions	of	transduction	and	‘interpretation’	alluded	to	in	
this	context	(in	III.	The	body	as	its	outsider(s)	I	and	II)	and	also	the	non-dualistic	notion	of	falling	apart/pulling	together.	
For	practical	reasons	we	will	also	allude	to	this	process	through	as	shaping.	
49	See	previous	note.	 	
50	As	discussed	in	Chapter	II.,	3.		
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this	body	is	already	violence	upon	itself.	It	is	a	body	as	feedback,	with	the	disruptive	power	of	self-

destruction:	 self-deconstruction,	 de-configuration,	 but	 simultaneously	 and	 paradoxically,	 of	 re-

configuration,	re-construction.	

	

It	 is	 then,	 again,	 a	 body	 as	 its	 outsider(s),	 a	 body	 as	multiple	 self-reflection,	 resonant	 spacing,	

listening:	not	as	a	body	listening	to,	but	a	body	as	listening.	

	

It	could	be	here,	probably,	in	a	body	that	is	vibration	and	resonance	as	both	outside	and	inside,		

a	body	that	is	control	as	much	as	out	of	control,		

a	body	that	does	not	close/erase	itself	upon	itself,		

a	body	that	is	not	a	stable	and	whole	entity,	but	a	continuous	and	vulnerable	process	of	making	

body	

a	 body	 that	 through	 this	 vulnerability	 affords	 plasticity	 and	 flexibility	 as	 resonant	 and	 kinetic	

creative	potential:	 it	might	be	here,	 in	this	body,	as	disruptive	disparate	resonance(s)	 that	 lies	a	
revolutionary	potential	for	the	music	bodies.	

	

Throughout	 this	 research	project	we	will	 shape|unshape	a	body(ies)	as	 resistance51,	a	body(ies)	

that	 proclaims	 its	 disruptive	 singularity,	 its	 unsteadiness,	 non-integrity	 and	 non-normalised	

features	as	openings	and	possibilities	for	the	new.	This	process	of	making	body(ies)	will	be	then	

approached	 with	 a	 certain	 autoimmune	 character,	 as	 a	 complex	 and	 paradoxical	 process	 of	

shaping52	–	something	that	will	be	explored	in	different	perspectives	in	the	following	cluster	and	

that	 will	 then	 take	 on	 the	 paradoxical	 shape|unshape	 of	 virtuosity.	 This	 process	 will	 be	 then	

regarded	 as	 an	 ‘empowered’	 process	 of	making	 body	 out	 of/aside/beyond	 the	 quarrels	 of	 the	

construct	of	the	cultural	against	the	natural.		

	

The	multiple	and	disparate	body(ies)	that	 is	being	continuously	shaped	 through	musical	practise	

and	 research,	 as	 [an]	 empowered	 space	 in	 between,	 is	 also	 a	 deep	 reflection	 upon	 all	 the	

dimensions	of	music	it	calls	into	question:	it	does	not	close	itself	away	from	these	dimensions,	it	is	

a	 body	 as	 continuous	 relation	 with	 them	 –	 deconstructing/	 creating/recreating/	

disrupting/enacting/	re-enacting,	performing	anew	as	engagement	with.	It	is	then	a	body(ies)	that	
urges,	converging	past,	present	and	future	and	although	critical,	it	is	eclectic	in	a	sense	that	could	

																																																								
51	It	is,	again	and	again,	a	body	as	resistance	–	an	‘empowered’	spacing	in	between	–	to	submission	and	top-down	relations	
of	dichotomy	composer/performer,	on	the	one	hand	and,	on	the	other,	to	the	massive	and	global	cult	of	‘personality’	
that	 spreads	 from	 pop/rock-culture	 towards	 all	 Western	 music	 domains.	 With	 globalisation	 and	 social	 networks,	
everything	 seems	more	 and	more	 an	 overwhelming	multi-dimensional	 repetition	 of	 a	 same	 same.	 Reproduction	 of	
‘personality’	seems	to	have	become	possible,	each	time,	again	and	again,	through	a	mechanism	of	micro	variation,	which	
opens	these	dimensions	out	of	the	body,	which,	however,	are	approached	again	as	the	raw	and	the	natural	or	authentic	
expression:	they	are	again	approached	as	static,	 immutable,	non-plastic	features	of	the	body	connected	to	an	idea	of	
essence	of	the	bodies.		
Music	 (and	 often	 the	 idea	 of	 choreography,	 now)	 seems	 to	 be	 the	 art	 that	 best	 serves	massification,	 globalisation,	
normalisation.	
52	See	previous	notes.	
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touch	Nancy’s	idea	of	unity	of	a	diversity	that	its	unity	does	not	reabsorb.	(Nancy	2007,	41).	It	can	

provide	precious	tools:	new	audacious	and	sensorial	forms	of	reflection	and	self-reflection	and	new	

possibilities	of	engagement	in	new	music.	

	

The	 multiple	 and	 disparate	 body	 as	 its	 outsider(s)	 will	 be	 shaped|unshaped	 and	

‘formulated|unformulated’	through	an	idea	of	listening	as	Listening	|	the	open.	

 
	
Towards	a	formulation	of	‘listening’	as	‘listening	|	the	open’		
	

This	thesis	and	artistic	portfolio	constitute	an	attempt	not	just	at	going	‘out	of	my	own	depth’,	and	

then	 ‘safely’	 coming	 back	 to	 ‘my	 own	 depth’	 again,	 but	 the	 movement	 of	 this	 research	

acknowledges	that	‘one’s	depth’,	as	a	measurable	realm,	cannot	be	a	point	of	departure	anymore.	

It	is	not	just	a	matter	of	‘including’	this	out	of	law	dimension	of	the	body	as	taking	part	in	our	X	–	Y	
musical	 coordinates,	 as	 disruptive	 movements	 that	 put	 music	 and	 the	 body	 in	 question.	 It	 is	

probably	 a	 matter	 of	 having	 this	 questioning	 and	 unsteadiness	 already	 as	 an	 unsteady	 steady	

ground	and	starting	from	there,	conceiving	music	differently.	

	

At	the	beginning	of	this	dissertation	I	called	into	this	context	my	experience	of	intensification	of	the	

listening	 sense	 through	 Fassina’s	 teaching	 method.	 But	 another	 relevant	 experience	 occurred	

within	 the	 last	 eight	 years,	one	 that	 that,	 surprisingly,	 I	 only	quite	 recently	became	consciously	

aware	of:	over	the	last	eight	years	I	rarely	played	or	studied	music	from	a	score	and	rarely	played	

repertoire	from	other	composers.	It	was	not	an	deliberate	decision,	just	something	that	happened	

gradually,	until	suddenly,	becoming	aware	of	it,	I	had	the	strange	sensation	of	being	somewhere	

else,	the	sensation	of	music	being	a	complete	elsewhere.	Along	with	this	sensation	of	strangeness	

came	the	awareness	that	there	was,	in	fact,	no	way	back:	I	no	longer	was	a	pianist	as	a	pianist,	and	

was	 suddenly	 a	 composer	but	 not	 really	as	 a	 composer.	 The	 distance	 to	 usual	 roles,	methods,	

practices	and	proceedings	felt	like	a	strange,	nobody’s	land:	

	

(resonance:	the	price	to	be	paid	for	the	unleashing	of	intensity	in	music	performance	goes	as	far	as	

effacing,	mutilating,	subtracting	the	semiotic	level)53	

	

This	erasing	 of	 the	written	 is	 relevant	 in	 this	 context	 because	 it	 unquestionably	 transforms	 the	

relation	one	has	with	music.	It	is	not	a	return	to	zero,	because	one	cannot	and	does	not	want	to	

erase	 precious	 years	 of	musical	 studying,	musical	 and	 technical	 knowledge.	 Erasing	 the	written	

obviously	 doesn’t	 delete	 a	 semiotic	 and	 organised	 dimension	 of	 musical	 thinking	 that	 was	

painstakingly	constructed	through	the	years,	but	it	can	bring	a	strong	transformative	potential	of	

re-organisation	 of	 this	 dimension:	 as	 a	 disruptive	 movement	 itself	 (again),	 it	 forced	 me	 to	

																																																								
53	(D’Errico	2018,	165).	
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deconstruct	and	re-construct	my	relationship	with	music	and	instrument,	through	a	highly	sensorial	

sound	approach.	This	process	brought	me	towards	a	‘sensation’	of	listening	that	no	longer	seemed	

possible	to	formulate	through	the	usual	listening	sense.			

	

We	arrive	again	and	again	to	the	subject	of	listening,	the	starting	point	of	this	thesis.	Through	the	

development	of	this	project,	it	became	more	and	more	clear	that	an	idea	of	listening,	along	with	a	

formulation	of	the	body	as	its	outsider(s)	were	crucial	elements	and	driving	forces	in	the	processes	

of	musical	creation	of	this	trilogy.	It	became	obvious	that	this	specific	listening	‘experience’	and	this	

level	of	the	body	were	not	merely	intimately	connected:	in	this	context,	listening	is	not	a	‘listening	

for’	and	this	level	of	the	body	is	not	a	‘something’,	an	event	one	can	listen	to.	Ultimately,	the	(non-

)process	of	listening	could	be	regarded	as	the	(non-)process	of	disruption.	

	

Listening	will	be	intimately	connected	with	the	notions	of	Nancy’s	‘listening’,	but	most	of	all,	with	

all	formulations	of	a	body	as	its	outsider(s)	called	upon	this	context	in	Chapter	III	and	to	its	intrinsic	
relations	established	towards	otherness.	It	is	important	to	reinforce	that,	for	the	reasons	discussed	

throughout	Chapter	III,	the	‘idea’	of	listening	as	listening	|	the	open	cannot,	at	any	rate,	be	clearly	

formulated.	 It	can	only	be	 ‘formulated’	through	fragmentary	but	multidimensional	perspectives,	

which	 will	 not	 be	 able	 to	 sketch	 a	 whole	 and	 stable	 ‘picture’	 of	 listening.	 Listening	 will	 be	

shaped|unshaped	in	different	contexts	through	different	forms	of	(in)expression	(different	musical	

approaches,	different	writing	approaches).	

	

It	first	began	to	be	shaped	as	a	specific	musical/performing	approach	developed	throughout	the	

third	solo	of	the	trilogy,	through	the	designation	of	listening:	the	open,	a	designation	that	entitled	

the	last	piece	of	the	trilogy	(premiered	in	October	2016	at	the	Maria	Matos	Theatre).	But	it	spread	

in	many	directions,	and	this	designation	(with	a	 little	difference	 in	punctuation	–	Listening	|	the	

open)	ended	up	referring	to	different	phenomena	simultaneously:	the	specific	musical/performing	

approach	developed	throughout	the	third	solo;	the	trilogy	itself;	and,	simultaneously,	the	idea	of	

listening	that	was	being	developed	throughout	it.	The	fact	that	a	similar	name	was	given	to	all	these	

different	 but	 related	 phenomena	may	 be	 considered	 quite	 confusing	 and	 not	 practical	 at	 all...	

however,	 it	 seemed	 to	make	 sense	 in	 this	 particular	 context,	 because	 they	 convey	 the	 idea	 of	
Listening	 |	 the	 open	 not	 as	 a	 clearly	 defined,	 bi-dimensional,	 static	 or	 closed	 concept,	 but	 as	 a	

moving	 multi-dimensional	 shape	 spreading	 in	 many	 directions.	 Complexity	 was,	 again,	 valued	

above	clarity	of	expression.	

	

The	 fact	 that	 we’re	 dealing	 with	 complexity	 and	with	 the	 disruptive	 level	 will	 have,	 therefore,	

further	implications	in	our	methodology	–	not	being	able	to	encompass	this	listening	‘experience’	

in	a	clear	and	explicit	formulation,	we	will	have	to	make	different	attempts,	try	different	approaches	

that	can	somehow	touch	upon	this	listening	from	different	perspectives.		

Our	 first	 attempt	 will	 touch	 our	 issue	 of	 subtracting/mutilating/	 the	 written:	 it	 will	 imply	 a	

movement	of	 disruption	of	 the	writing	 itself	 towards	 a	perspective	of	 sensing,	 of	 ultra-sensing.	
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Form	and	matter	are	in	this	context	not	separate	or	opposed	elements,	as	disruption	does	not	fit	

in.	This	thesis	will	therefore	have	to	adopt	different	strategies	of	writing,	with	different	opposed	

velocities,	times	and	spacings.	
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		(a	between):	
	
																							listening	
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( )  
Listening | the open 
 
: 
 
the musician magician 
Is trapped in melody or how to hide melody from - 
harmony, figuring out  
phrases, structures  
connections and more connections 
and then  
discipline more discipline  
taking away the will  
staying with the realm – phrases, structure 
discipline more discipline  
forcing the body  
doing it perfectly perfect 
straight 
normalized as what is beautiful sounding 
normalized as terrible sounding 

as whatever normalized sounding terrible 
as long as supposed intended: 
–  written at the top of the score 
terrible sounding 
and this should be right to do 
the musician magician says 
yes, sir 
the musician magician says 
yes, sir 
the musician magician says 
yes, sir 
 
yes, sir 
yes, sir 
(never, madam)  
 
and then suddenly 
out of the hat 
 
the musician magician 
wants us to believe it is  
pure gold 
 
 
 
 
 
 
 
 
 
 
 
 
 
	



	 III	

Listening | the open  
 

(I.) 
 
 
 
 
music is not below your 
warm pillow below 
 
music,  
 
trapped above the ceiling   
comfortable zone for the musician magician 
I will not be put in question 
I will not be put in question 
I will not be put in question 
I will not be put in question 
I will not be put in question 
I will not put in question  
I will not put in question 
he unsaid sleeping  
warm pillow below the ceiling 
 
 
 
Well, that music might be dead 
I said.  
 
 
 
 
 
 
 
 

 
 
 
 
 
 
 
 
 
 
 
 
 
Dearest philosophers, it is not: 
are we able to listening -  music –  
beyond the words 
 
music is not below your 
warm pillow above the ceiling 
 
 
it might be further: 
Are we able to listening – music beyond its semiotic, narrative, stylistic, 
organized codes? 
 
of listening bodies as insurmountable (bodies), of being these 
insurmountable bodies listening?  
 
Or are we just able to neutralise the bodies in order to create a 
disembodies and/or organised ideal of listening? 
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Listening	as	intensification	for	sensing		
The	Incision	
Exactly,	
Precisely.	
	

	
	
	
	
	
	
	
Where	the	knife	cuts	the	flesh	
and	senses	the	nerves	spreading	through	
There	
skin	to	skin	
we	should	meet.	
	
	
	
	
	

	
	
	
	
	
	
	
	
	
	
	
	
	
	
Listening	|	the	open	
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Listening	the	Incision		
Is	not	solitary	sensing	
your	own	private	body	
	
It	is	being	there		
where	your	body	
touches	millions	and	millions	of	
dead	incisions		
other	bodies	
still	pulsating	lively	
in	your	own		
private	experience	
	
this	is	where	the	aural	History	
takes	place:	
your	body	
as	shared	physicality		
-	corpus		
	
	
	
	
	
	

	
	

	

	
		|	
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sensing	the	pulse	
healing	upon	
listening	
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This	is	not,	although	-	
it	might	sound	as	if	and	so,		
A	manifesto	against	discipline	
-	organized	body	
No.	
	
Discipline	
makes	you	tenacious,		
voracious	towards	your	goal	
it	empowers	your	sounding	bodies	
with	the	most		
efficient	tools	
	
The	problem	is	there,	when		
not	putting	in	question		
both	the	goal,	the	tools	
emptied	bodies	as		
making	your	sounding-listening	
mute		
	
Oh,	there,	again,	you	might	consider	
for	the	sake	of	lost	soul	
that	you’ll	stay	
quite	a	long	time		
a	sounding		
voracious	fool.	
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(III.)	
	
	
	
	
	
														Listening	as	disruption		
	
	
	
	
	
	
	
	
Listening	as	falling	
failing	
fainting	away	
	
	
	
	
	
	
	
	
	
	
	
	

	
	
	
	
	
	
a	seismic	sense		
	out	of	subject	
out	of	object	
			out	of	sense	
	
	
	
	
						(	vibratory	resonance:	
resonating	vibration	
	
															:	vibratory	resonance	
																													dampening		|		
	
	
or	
	
feedback:	
	
	

	
	

Listening	as	a	point	triggering			
itself:	
									detonation	
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boiling	 perception	 until	 it	melts	 eyes	mouth	
ear	nose		
skin		
until	it	spreads	by	itself	
without	itself	
away		
at	your	insideout	
	
(Boiling	water	without	water		
give	a	try)	
Until	it	opens	a	new	space	between	heat	and	
lemon	pie	
	
	
	
	
	
	
	
	
	
	
	
	

	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
Away	from	senses	as	common	sense	
you	carve	what	is	yet		
and	(n)ever	to		
come	
	
	
	
	

	
	
	
	
Listening	|	the	open		
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time	falling																																
																		|	
	
	
	
																														
fainting	through	
					
	
	
	
	
	

	
	
	
expanding,		
			moulding	
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carving	or	not	carving	through	
	
	
	
	
music	is	or	is	not	linear	timeline	
	
	
																				listening	is	or	is	not		
	
																																									linear	timeline	
	
	
	
	
	
	
	
	
	

	
	
	
	
	
																
	
to	fall		
		to	fail	time	
expanding	through		
														moulding	
	
	
	
	
	
	
	
	
	
	
	
	
	
	

	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
dismantle	the	cutaway	
disrupting	the	musical	phrase	
in	between		
meat	dish	
and	fish
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Listening	as	being	sensitive	
for	your	case	revolution	
-	most	of	the	people	are	
(their)	case	insensitive	
listen	within	the	established	
system	
	
	
	
a	system	is	not	an	abstraction:	
measurable	pressure	to	keep	you	doing,		
resonating	along	
listening	to	the	others		
resonating	discipline	together:	
choreography.	
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Listening	as	erasing	
as	pure	destruction		
of	
narrative	
	
as	becoming	deaf		
on	the	foreground	
forging	through	
mining	
	
crushing,	mutilating	
amputating	is	needed		
for	
listening	music		
as	touching	its	listening	
It	is	not	understanding	
another	music	
integrating		
	
it	is	sensing	as	feeding	the	fuse	
spreading	through	
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Listening	as	feeding		
and	feeding	the	fault	line	

feeding	backandbackkcabfingcd	
	
listening	as		
an	enormous		
outrageous	seismic	event	
	
It	is	again:	
drink	me	
the	process	of	listening	as		
the	overwhelming		
swallowing	of	the	self	
until	
complete	disruption	
out	of	the	ceiling,	
the	warm	pillow,	
and	central	heating.	
	
it	might	be	precisely	that:		
a	black	hole	listening	
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Keep	calm	
and	don’t	smash	the	semiotic	system	

	
	
	

I	went	to	a	musical	gesture	conference	and	
	all	I	got	was	
	
measuring	measures	
graphical	graphs	
analysing,	explaining	
the	choreography	to	the	system	
the	system	to	choreography	
	
In	one	of	them	
me	and	a	dancer	
left	before	
Exploding	outside.	
	
Keep	calm	
The	system	tends	to	kindly	‘protect	us		
from	what	we	want’	
	
-	compressing	your	listening	
with	your	written	consent	
	
	
	



	 XVIII	

	
	
	
	
	
	
	
	
	

	
	
	
	
Semiotic	disciplined	system	as	overrated	noise	
	
	
	
Listening	mostly	as	impossible	
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Listening	as	this	sudden	poetic		
eruption	
as	volcanic	activity	
out	of	control	
within	this		
as	a	need	for	pouring	out		
the	body		
as	another	body		
Work	is		
body	work	
	
music		
but	different	
similarly.	
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As	desire	
Listening	comes	
	
	
	
	
	
	
	
	
	
(without	prior	notification)		
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Voracious	appetite	for	listening	
	
Swallowing	–	
	
	
	
Listening	as	voracious	appetite	
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A	body	that	swallows	itself:	
	
auto-immunity	is	a	body	listening:	
	
a	black	hole	
	
								|	
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touching,	celebrating		
4’33’'		
	
	
	
but	going	elsewhere	
opening	a	new	time,	space	
as	fremde	unsichtbare	Länder	
distant	to		
dichotomy	of	
control/	out	of	control	
as	(H)uman	(H)istory	
story	telling	
	
	
the	out	of	is	folded	an	inside	
off	the	body:	
out	of	control	as	belonging	
to	
	
this	particular	
body	
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(im)material	

	

material	is	itself	also	listening	
as	vibration,	as	unknown	
known	motion	towards,	between	
as	an	unexpected	expected	
of	the	body.	
	
Composing		
Not	forging	with	material	in	hands	
But	forging	through	hands	and	through	material	
	
this	means	that	this	forging,	carving	is	of	another	kind.	
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Listening	as		
Empowerment	of	your	
disruptive	non-normalized	body	
	
as	making	the	disruptive	body	
resound	-	
divergence	converging:	
	
no	filters	for	
the	out	of		
blue	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	

	
	

	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	

	
enormous		
seismic	sounding:	
a	fragile		
and	delicate	event	
	
	
	
	
(for	Helena	Almeida	I.)	
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Alert:	
	
Listening	is	pure	danger	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	

	
	
	

	
	
	
	
	
	

	
	
But	listening	also	is:	
your	empowered	protection	from	
danger:	
getting	to	know	your		
out	of	intimate	blue	
detonations	
	
finding	your	security		
and	caressing	distance	towards	
fireworks	
-	a	celebration	

	
	
	
(for	Helena	Almeida	II.	
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fig.3	

	

CLUSTER	II	
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Specific	Terminology	
Music-making	body	
Since	the	notions	of	‘performing	body’	and	‘composing	body’	in	music	are	still	assigned	to	a	dual	

paradigm	of	performer/composer,	the	designation	of	‘music-making	body’	(used	in	Craenen	2014)	

turned	 out	 to	 be	 more	 practical	 and	 effective	 in	 this	 specific	 context,	 a	 context	 that	 explores	

performance	 and	 composition	 as	 entangled	 processes.	 The	 designation	 of	 ‘music-making	 body’	

adopted	is,	however,	a	designation	encompassing	all	dimensions	and	realms	of	performance.	This	

designation	will	be	used	mostly	throughout	Cluster	II	and	Cluster	III	
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PRELUDE	FOR	A	TRILOGY	FOR	DISRUPTIVE	BODIES	
	
	

I. Listening,	opening	
	

The	unutterable	‘mechanism’	of	disruption	is	a	central	‘element’	for	musical	creation	in	this	trilogy:	

how	a	body	falls	apart,	or	how	a	body,	suddenly,	unexpectedly	pulls	itself	together,	urges,	focused,	

into	a	direction.	 It	 is	all	about	 the	electrifying	process	 that	provokes	 this	 falling	apart	or	pulling	

together	of	the	body,	an	energetic	process	that	could	be	triggered	by	what	we	conceive	as	a	seismic	

fault	line	of	the	body,	of	the	being	or	of	the	music.	It	is	the	scope	of	this	seismic	fault	line,	which	

can	usually	only	be	felt	in	musical	microtime,	that	I	seek	to	take	as	a	neuralgic	‘event’	in	my	musical	

approach.	It	is	not	possible	to	predict	when	it	occurs,	nor	to	have	control	over	the	experience.	But	

I	would	say	 it	 is	possible	 to	develop	an	arousal	of	senses,	a	disruptive	 listening	sense	which	can	

touch	 this	 imperceptible,	 but	 disruptive,	 vibration.	 A	 listening	 ‘experience’	 beyond	 perception1,	

which	 can	 simultaneously	 be	 	 a	 triggering	 and	 a	 capture	 of	 this	 fault	 line,	 and	 therefore	 the	

possibility	of	feeding	back	this	liminal	signal	and	of	enlarging	its	power	and	its	scope	in	the	musical	

output.	A	musical	approach	that	brings	to	the	foreground	this	energetic	process	is	one	that	does	

not	 focus	 on	 the	 stable	 ‘music	 material',	 on	 the	 narrative	 or	 semiotic	 realm,	 but	 searches	 for	

meaning	 mainly	 through	 the	 ‘in-between'	 possibilities	 of	 relation,	 the	 possibilities	 of	 touch	 or	

engagement2	of	outsider(s)	that	these	energetic	processes	create.		

This	can	all	mean,	in	this	context,	that	the	strategy	for	shaping3,	or	the	strategy	for	musical	creation	

can,	ultimately,	be	reduced	to	our	initial	movements	of	falling	apart	and	pulling	oneself	together,	

along	with	the	idea	of	seismic	fault	line:	a	body	moving,	a	body	being	a	body,	a	body	meaning	a	

body.	But,		in	any	case,	a	body,	within	its	invisible	shaping	and	tracing,	its	velocity	beyond	itself,	

and	either	its	areality4	(Nancy)	or	its	virtuality5	(Massumi)	as	well	as	its	unperceivable	but	sensing	

																																																								
	
1	 ‘Beyond	perception’	 refers	 to	processes	observed	and	 theorized	by	Brian	Massumi	 (2002)	 that	 are	 too	quick	 to	be	
perceived.	These	processes	are	theorized	as	being	virtual	and	as	being	a	suspension	of	the	dimension	of	narrative	and	
significance.		
	
2	The	terminology	of	engagement	with	will	be	used	as	an	idea	that	can	encompass	the	notions	of	1)	‘communication’	
referred	 as	 touching	 (Nancy),	 form	 of	 telepathy	 (Szendy)	 a	mode	 of	 affection	 or	 affection	 (Assis,	 D’Errico),	 capture	
(Massumi)	 and	osmose	of	 the	unconscious	movements	 (Gil)	 2)	 transduction	and	 ‘interpretation’.	Engagement	 is	 then	
regarded	in	this	context	as	both	a	kind	of	‘communication’	and	as	transformative	process	of	the	bodies:	the	‘engagement’	
(in	its	energetic	or	political	sense,	as	you	like)	of	sonorous	bodies	starts	‘here’,	I	am	convinced	of	this:	‘here’	in	the	formation	
of	the	tiniest	deviations	from	organ	to	organ,	in	the	capacity	for	invention	that	works	in	the	midst	of	the	tiniest	body-to-
body-contacts.	Here	where	effective	phantom	limbs	grow	(Szendy	2016,	161).	
	
3	Again:	the	designation	of	shaping	or	shaping/unshaping	does	not	refer	to	a	simple	process	of	giving	form	to	matter,	but	
to	a	constructive/deconstructive	process	that	may	encompass	the	notions	of	transduction	and	‘interpretation’	brought	
to	this	context	(in	III.	The	body	as	its	outsider(s)	I	and	II)	and	also	the	non-dualistic	notion	of	falling	apart/	pulling	together.	
	
4	See	Cluster	I	Chapter	The	body	as	its	outsider(s)	I	–	Nancy/Szendy	
	
5	 Virtual	 is	 used	 in	 the	 sense	of	Massumi’s	 notion	of	 it.	Massumi	 (2002)	 theorises	 the	 virtual	 in	 relation	 to	his	most	
important	concept	of	intensity	or	affect.	See	Cluster	I	(Chapter	The	body	as	its	outsider(s)	II	–	Music	Experiment21	(Assis,	
D’Errico),	Massumi,	Simondon.	
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trigger	points.	A	body	is	not	an	inside,	or	a	closed	entity,	and	I	would	argue	that	neither	is	it	just	

spreading	to	other	entities.	It	is	the	spreading	itself,	it	is	a	point	triggering	itself,	detonation.	It	is	

therefore	beyond	gesture,	as	it	is	approached	by	current	musical	gesture	studies,	and	beyond	the	

subjective	narrative	of	performance	studies.	It	is	a	beyond,	which	is	simultaneously	a	within,	having	

a	potential	for	forging	multi-dimensional	shapes	and	further	multi-dimensional	senses.	Everything	

is,	in	this	context,	neither	about	an	organised	body	against	an	unorganised	body,	nor	the	opposite.	

This	means	we’re	not	in	a	logic	of	the	quest	of	an	‘I’	against	the	‘Self’	represented	by	the	internal	

conflict	of	the	Romantic	(and	its	paradigm	of	composer-performer).	It	is	a	multidimensionality	of	

the	 body	 which,	 through	 disruption,	 resonance/feedback	 and	 interference/dampening	 of	 the	

different	 levels,	 moves	 towards	 the	 more	 organised	 or	 more	 unorganised	 experience,	 always	

creating	either	the	new	or	the	expected	in	a	new	perspective…	The	way	these	levels	relate	is	what	

shapes	the	plasticity	of	the	expansion	–	how	a	body	moves,	how	a	body	is	being	this	body,	how	a	

body	means	this	body,	which	could	be	the	same	as	how	the	music	moves,	how	the	music	is	being	

music,	how	the	music	is	meaning	music.	The	seismic	fault	line	felt	in	microtime	can	trigger	towards	

organisation	 or	 disorganisation	 in	 an	 unpredicted	way.	 Paradox	 occurs:	 in	 linear	microtime	 the	

deepest	expansion	of	time	and	space	is	shaped,	plasticity	again.	

This	does	not	mean	that	music	and	the	body	are	out	of	control,	going	freely	or	randomly	in	whatever	

direction.	It	probably	does	not	mean	the	opposite	either:	that	music	and	the	body	are	(totally)	in	

control.	It	can	mean,	again,	that	the	path	of	the	trilogy	is	hinting	at	a	notion	of	the	body	and	of	the	

music	that	puts	the	duality	between	organised	and	unorganised	body	aside,	rendering	the	notions	

of	 control/out	 of	 control	 inapplicable.	 It	 does	 not	 make	 sense	 anymore	 to	 speak	 about	 the	

parameters	the	composer	controls	and	the	parameters	that	are	left	open.	Control	and	out	of	control	

are	reducing	features	for	our	notions	of	pulling	oneself	together	and	falling	apart,	because	both	

movements	of	falling	apart	and	pulling	oneself	together	can	be	triggered	by	a	process	which	is	out	

of	control	and,	simultaneously,	within	the	realm	of	the	body	or	of	the	body	of	the	work.	Again,	this	

means	we’re	not	in	a	logic	of	the	quest	of	an	‘I’	against	the	Self.	It	could	mean:	let	a	body	be	a	body,	

or	a	body	be	music	or	music	be	body	or		

music	be		

music	or		

whatever	body	music	body	music	music	body		

or	

…and	let	this	not	represent	a	reducing	factor,	but	on	the	contrary,	an	expansion	of	both	concepts	

within	and	throughout	another,	for	plasticity	and	possibilities	for	time-space,	senses	and	meaning	

are	endless	and	flavourful.	

	

II. 	Falling	apart	|	Pulling	together		
-	method	as	movement	and	friction	between	

	

1. Failing	a	part	
	
When	linearity	of	time	and	thought	 is	an	option	put	aside,	as	 it	 is	the	case,	how	to	start	writing	
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about	 one’s	 own	 work,	 intimate	 drives,	 artistic	 and	 aesthetic	 aims,	 musical	 way	 of	 thinking,	

strategies,	techniques…?	How	to	begin,	how	to	deal	with	all	of	this	complex	material?	My	proposal	

will	be	again	to	fall	apart,	to	begin	with	a	deconstruction	of	each	construct,	arriving	to	the	ultimate	

conclusion	that	each	construct	failed	in	fitting	or	accomplishing	many	usual	general	musical	canons,	

standards	or	 formats.	We	will	 start	 by	making	 reference	 to	 the	 canons	of	 the	PhD	 thesis	 itself,	

conceived	as	a	straightforward	exercise	of	research	about	a	clearly	defined	subject,	a	tendency	that	

is	 obviously	 being	 subverted	 by	 this	 approach	 for	 several	 reasons	 that	 are	 being	 brought	 up	

throughout	its	unfolding.	We	will	then	see	how,	in	many	regards,	the	trilogy	failed	in	accomplishing	

the	usual	standards:	how	it	failed	the	concept	of	trilogy	itself;	how	it	failed	to	fit	the	usual	standards	

of	WAM	musical	creation	and	the	roles	of	composer/performer,	how	composition	as	a	mechanism	

for	controlling	or	not	controlling	musical	material	 failed	to	make	sense,	how	it	can	no	longer	be	

meaningful	to	describe	a	musical	piece	as		a	‘piece	for	instrument	x	or	y’	 	 in	this	context,	how	it	

probably	no	longer	makes	any	sense	to	refer	to	these	pieces	as	‘solo’	pieces,	how	the	abolishing	of	

writing	notation	puts	in	crisis	the	concept	of	transmission	and	usual	forms	of	musical	engagement	

of	WAM,	etc.			

This	exercise	of	falling	apart	as	a	clear	disruption	movement	will	hopefully	be	done	in	a	positive	

perspective	 for	creating	other	possibilities	of	 re-configuration,	having	our	central	 focus	 in	mind:	

that	 of	 understanding	 creation	 and	 performing	 strategies	 that	 come	 along	 with	 the	 notion	 of	

Listening	|	the	open	and	the	‘formulation’	of	the	music	body(ies)	as	listening.			

2. Writing	about	vs.	touching	(again)		
	
We	shall	first	remember	that	this	thesis	is	being	written	after	a	significant	part	of	the	process	of	

musical	creation	was	done,	between	2009	–	2016.	Investigation,	in	turn,	has	been	undertaken	in	a	

systematic	way,	in	parallel	to	musical	creation,	since	2012,	the	beginning	of	this	PhD	project.		The	

fact	that	I	did	not	begin	writing	the	thesis	before	was	not	a	deliberate	decision,	nor	a	consequence	

of	procrastination:	it	was	a	clear	incapacity,	an	impossibility	at	the	time.	To	contradict	my	resistance	

towards	writing	I	have,	however,	participated	in	several	conferences	and	written	essays	where	I	

have	 taken	 stock	of	directions	of	 investigation	and	musical	 practise.	 These	were	of	 course	 very	

important	 events	 in	 realizing	 where	 the	 investigation	 stood,	 and,	 therefore,	 crucial	 in	 making	

decisions	and	shaping	new	directions.	But	writing	has	been	a	difficult	and	long-lasting	process.		

There	 are	 different	 perspectives	 on	 methodology	 regarding	 artistic	 research	 and	 the	 intrinsic	

relation	between	artistic	practice	and	research.	Some	points	of	view	argue	that	there	is	no	need	for	

writing,	that	artistry	itself,	alone,	can	be	regarded	as	research.	Other	perspectives	call	for	the	need	

for	 both,	 establishing,	 however,	 a	 separation	 of	 practice	 and	 investigation	 as	 two	 different,	

independent	and	consecutive	tasks:	first	artistry	and	then	reflection	upon	it	–	placing	the	process	

of	 artistry	 in	 an	 untouchable	 position.	Other	 perspectives	 agree	 that	 both	writing	 and	 creating	

should	happen	simultaneously,	and	that	the	forging	of	both	idea	and	artistry	should	be	a	constant	

shaping	of	one	another,	heading	for	simultaneous	outputs,	both	in	creation	and	research.	Although	
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I	only	 started	actually	writing	after	 the	musical	 creation	process,	 the	processes	of	 research	and	

practice	were	 intimately	 intertwined,	 touching	one	 another,	 forging	 one	 another,	 creating	 new	

directions	themselves,	but	desynchronized	in	terms	of	the	timing	of	their	outputs	or	actualisations.	

In	the	case	of	this	trilogy,	which	is	working	towards	this	intangible	and	disruptive	level	of	the	body,	

the	 unleashing	 of	 intensity	 is	 a	 spreading	 in	 all	 directions,	 towards	 all	 levels	 of	musical/artistic	

practice	and	research:	as	a	frequent	mutilator	of	semiotic	level	in	music	(as	we	will	see	further	on),	

but	also	as	an	 impeding/hampering	 factor	 towards	 the	process	of	 formulation	of	 ideas	 through	

writing	during	this	process.	Again,	writing	was	put,	therefore,	unavoidably,	in	a	suspension	mode	

for	quite	a	long	time.			

(Resonance	 again:	 the	 price	 to	 be	 paid	 for	 the	 unleashing	 of	 intensity	 in	music	 performance	 goes	 as	 far	 as	 effacing,	

mutilating,	subtracting	the	semiotic	level)6	

To	say	that	writing	occurs	after	the	process	of	musical	creation	is	over	is	also	not	very	accurate,	but	

more	of	a	practical	reference:	on	the	one	hand	the	third	solo,	Listening:	the	open,	was	conceived	

as	a	stage	performance	and	premièred7,	but,	on	the	other,	Listening:	the	open	is	beginning	to	be	

conceived	as	different	outputs	and		in	other	formats	(most	probably	lecture-performance(s),	video	

and	 audio	 installations).	 This	 implies	 that	 it	 will	 also	 be	 rethought,	 de-constructed	 and	

reformulated/re-created,	through	this	writing	process.	Ultimately,	it	is	not	exactly	accurate	either	

to	say	that	writing	occurs	after	the	process	of	musical	creation	is	over	because,	in	fact,	the	pieces	

are	never	completely	closed,	they	have	a	flexible	shape	that	allows	the	continuity	of	the	creation	

process	 through	 time	 and	 different	 approaches	 –	 research	 and	 practice	 continue	 to	 touch	 one	

another.		

We	shall	 therefore	claim	 that	 this	exercise	of	writing	a	 thesis	 should	not	be	a	 static	exercise	of	

starring	from	a	distance	at	the	closed	and	untouchable	musical	work,	but,	on	the	contrary,	that	it	

should	 imply	 a	 dynamic	 process	 of	 getting	 engaged	 with	 the	 works,	 of	 touching	 them,	 of	

destabilizing	them	or	bringing	their	 instability	 to	the	foreground	and	therefore	the	possibility	of	

opening	for	change:	for	they	are	never	the	same,	they	have	never	been	a	same	same.	It	also	cannot	

and	must	not	be	an	exercise	of	‘explaining’	musical	works	(for	they	are	inevitably	unexplainable),	

neither	 one	 of	 just	 describing	 curiosities…	 (although	 we	 will	 probably	 stumble	 on	 a	 few,	

involuntarily	or	not).	Writing	can	be	in	this	context	considered	as	a	parallel	experience	to	music,	

but	as	a	parallel	that	is	touching	at	a	distance	the	outer	surface	of	musical	experience.		

Lastly,	writing	in	this	context	cannot	be	an	exercise	of	exclusively	dealing	with	the	organised	level	

of	the	body	of	the	work.	And	this	is	so	because	this	research	project	opted	for	an	approach	that	

could	 be	 considered	 a	 quite	 radical	 one:	 its	 strategy	 does	 not	 consist	 in	 starting	 through	 the	

organised	level	of	the	music	aiming	towards	a	disruptive	level,	as	an	element	that	calls	linearity	of	

																																																								
6	(D’Errico	2018,	165)	
	
7	October	13th	and	14th	2016	at	the	Maria	Matos	Municipal	Theatre,	in	Lisbon.	
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thought	into	question	from	time	to	time.	It	is,	on	the	contrary,	assuming	disruption	as	starting	point	

but	mostly,	as	thematisation	of	this	music	and	as	thematisation	of	this	thesis.	It	is	therefore	starting	

from	 this	ungraspable	 listening	 ‘sense’	and	beginning	 to	 construct	 from	here	both	 in	music	and	

thesis.	The	theme	is,	accordingly,	not	the	body	(or	the	bodies)	in	general,	but	the	disruptive	body	

listening	and	the	possibility	of	musical	construction	through	the	perspective	of	disruption.	This	will	

lead	us	to	a	quite	different	musical	thesis	formulation	and	format:	the	focus	will	not	be	exclusively	

or	mainly	centred	in	the	semiotic	level	of	the	music,	but	on	a	disruption	level	as	a	real	potential	for	

the	musical	creation	and	production.	This	will	have	further	implications:	the	process	of	writing	as	a	

touching	parallel	experience	will	lend	itself	to	disruptive	movements	every	now	and	then	(as	it	was	

already	made	evident),	and	towards	a	more	sensorial	writing	experience.	

3. Writing	as	dynamic	movement:	bringing	in	touch	past,	present	and	future	
	
In	 conferences	where	 I	 have	 been	 presenting	 through	 this	 looking	 glass,	 the	 film,	 people	 have	

frequently	remarked	that	the	film	alone,	made	in	collaboration	with	director	Daniel	Costa	Neves,	

could	be	a	subject	 for	a	PhD	thesis.	 I	agree,	and	 I	also	agree	 that	probably	 I	 could	do	the	same	

towards	 each	 of	 the	 other	 two	 pieces	 of	 the	 trilogy	 (and	 choosing	 one	 instead	 of	 three	would	

probably	have	been	an	easier	exercise	 to	put	 in	practise).	But	my	drive	was	 from	the	beginning	

neither	a	specific	movement	towards	the	past	(TTLG),	nor	the	present	(IPD),	nor	the	future	(LTO).	

Neither	was	it	just	focusing	on	one	perspective,	one	approach.	My	real	interest	goes	towards	this	

relation,	the	space	in	between,	an	interest	which	aims	to	confront	the	present	with	the	past,	and	

the	future.	And	this	was	the	dynamic	movement	chosen	for	this	research,	a	movement	which	makes	

the	subject	more	complex	and	multi-dimensional:	the	moment	it	began,	I	was	working	on	In	Praise	

of	Disorder	(the	second	piece),	confronting	it	with	through	this	looking	glass	(first	piece)	and	aiming	

towards	the	third	piece	Listening:	the	open.	In	the	end,	in	the	perspective	of	a	linear	timeline,	we’re	

talking	 about	 three	 pieces/performances	 of	 about	 45/50	 minutes,	 each	 developed	 within	 a	

timespan	of	seven	years,	between	2009-2016.	The	idea	of	a	trilogy	was	itself	developed	much	more	

in	 this	 sense	 of	 dynamic	 movement	 and	 relation	 between	 pieces	 than	 through	 a	 previous	

conceptual,	formalistic	or	structural	thought.		

4. Subverted	or	subverting	trilogy		
	
I	soon	subverted	the	idea	of	a	closed	trilogy:	ideas	began	to	spread	towards	other	directions,	and	

towards	other	works	–	 the	 two	pieces/performances	 for	children	Dentro	da	cabeça	nem	tudo	é	

claro	 [Inside	 the	 head	 nothing	 is	 clear]	 (with	 visual	 artist	 Rita	 Sá)	 and	 Pássaro	 da	 cabeça;	 the	

collections	of	poems/fragments	produced	in	the	realm	of	this	thesis	Listening	|	the	open	and	the	

body	‘as	listening’:	virtuosity	;	and	the	major	project	Paixão	e	folia	para	São	João	[Passion	and	folia	

for	 St.	 John]	 (with	 Luís	 José	Martins).	 The	 trilogy,	which,	 as	 the	 name	 refers,	was	 supposed	 to	

encompass	three	works	or	projects,	turned	out	to	extend	to	at	least	seven	projects.		

Keeping	the	name	trilogy	has	been	obviously	a	deliberate	decision:	it	is	a	practical	one,	because	the	
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three	pieces	still	play	a	main	role	in	the	whole	ensemble	of	projects	and	because	these	three	pieces	

constitute	our	main	research	subject.	Finally,	the	idea	of	a	subverted	trilogy,	a	trilogy	with	seven,	

eight	or	whatever	the	number	of	projects,	pleases	me	aesthetically:	we’re	dealing	with	disruption	

and	 the	spreading	–	 it	 seems	 therefore	meaningful	 to	present	a	disruptive	 trilogy	as	a	new	and	

somewhat	unpredictable	topology.	

For	practical	purposes,	again,	I	have	to	make	decisions	for	the	sake	of	clarity.	As	such,	‘trilogy’	will	

continue	to	refer	to	these	three	specific	pieces.	

	

5. Aiming	towards	a	bigger	project	–	corpus	(a	poetic	catalogue)	
	

Another	important	decision	in	not	closing	this	ensemble	of	works	was	made	and	should	be	brought	

to	this	context.	The	title	of	the	last	piece	listening:	the	open	was,	among	other	things,	intentionally	

hinting	at	an	opening	of	this	body	of	works,	instead	of	closing	it	or	making	a	final	statement.	As	a	

consequence	 of	 that,	 after	 the	 première	 of	 listening:	 the	 open	 a	 decision	 was	 made	 towards	

thinking	this	ensemble	of	works	as	a	first	complex	part	or	dimension	of	an	even	bigger	and	possibly	

lifelong	project	–	corpus	(a	poetic	catalogue).	This	decision	came	from	the	urge	of	continuing	to	

work	 on	 the	 endless	 theme	of	 the	 body	 through	other	 different	 and	multiple	 perspectives	 and	

approaches.	

In	 this	 sense,	 a	 corpus	 (a	 poetic	 catalogue),	 as	 a	 major	 and	 possibly	 lifelong	 project,	 aims	 to	

rethink/reformulate,	 reinstate/recreate	 in	 each	 situation	 the	 bodies	 in	musical	 performance	 or	

generally,	 the	bodies	 in	artistic	creation.	 It	 is	being	constituted	as	a	catalogue	of	mainly	musical	

pieces/performances,	which	are	however	transversal	and	multi-dimensional	in	their	configuration	

(the	items	in	the	catalogue	can	take	multiple	forms	or	expressions,	from	musical	performance	to	

film,	 installation,	 collection	of	poems,	etc).	 The	name	corpus	 brings	 the	 concept	of	body	 to	 the	

foreground	and,	simultaneously	–	making	reference	to	Jean	Luc	Nancy’s	formulation	of	Corpus	–	

reinforces	the	impossibility	of	encompassing	the	body	in	a	single	theoretical	or	artistic	formulation,	

proposing	the	idea	of	endless	catalogue	of	multiple,	diverse	and	contradictory	fragmentary	insights.	

Corpus	is	therefore	approached	as	an	organic	collection	or	catalogue	of	works.	

Listening	|	the	open,	as	an	ensemble	of	works,	 is	then	a	part	or	dimension	of	a	corpus	(a	poetic	

catalogue)	that	focuses	on	a	listening	disruptive	perspective	of	the	body,	on	composing	strategies	

that	 are	 established	 beyond	 the	 duality	 of	 control/out	 of	 control	 and	 on	 a	 formulation	 of	

‘virtuosity’.	Mostly	characterized	by	its	aforementioned	transversality,	multi-dimensionality	and	its	

drive	 towards	 exploring	 threshold	 levels	 of	 the	music	 body(ies),	 Listening	 |	 the	 open	 has	 been	

developed	in	collaboration	with	cinematographer/film	director	Daniel	Costa	Neves.		
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THE	BODY	OF	MUSIC	AS	ITS	OUTSIDER(S)		
	

	

I. Music	as	spreading		
	
	
music	as	spreading	might	not	pertain	to	a	defined	there	or	this	

	

it	is	a	spreading	through	different	dimensions		

of	senses,	extra-senses,	ultra-senses,	non-senses	

bringing	distances	in	touch	-	

a	singular	disruptive	body	moving	

in	between	expression		

and	inexpressible	

either		

engaging	the	divergent	

or		

disconnecting	convergence	

	

unfolding	

	

	

We	shall	begin	by	stating	that,	in	the	context	of	Listening	|	the	open,	music	can	be	formulated,	in	a	

certain	way	and	through	various	perspectives,	as	the	spreading.	Music	is	not	regarded	as	something	

that	 spreads	 towards	 other	 dimensions,	 expressions,	 etc.,	 but	as	 a	 spreading	 through	 different	

dimensions	itself.	Music	is	a	body	as	its	outsider(s).	This	is	an	encompassing	notion	embracing	all	

concrete	and	ungraspable	movements,	relations,	forces	and	touches	between	all	possible	concrete	

and	ungraspable	music	bodies.	This	is	thus	a	conception	of	music,	that	finds	in	the	possibility	for	

disruption	of	the	music	bodies	a	creative	potential	for	music	unfolding,	distorting	in	multiple	ways.	

Music	 as	 spreading	 is	 not	 bridging	 divergent	 and	 irregular	 elements,	 enabling	 or	 producing	

homogeneity.	 Music	 as	 spreading	 is	 the	 possibility	 of	 finding	 in	 disruption	 and	 separation	 of	

elements	 an	 opportunity	 for	 engaging	 with:	 touching	 implies	 different	 and	 distant	 surfaces	 of	

contact.	

The	music	bodies,	regarded	through	their	organised	and	disruptive,	virtual8	levels,	can	be	any	kind	

of	bodies,	as	long	as	they	are	taking	part	of	this	musical	process.	They	can	be	composing	bodies,	

performing	 bodies,	 listening	 bodies,	 instrumental	 bodies	 (musical	 instruments	 or	 props,	 or	 any	

																																																								
8	Virtual	is	used	in	the	sense	of	Massumi’s	notion	of	it.	See	Cluster	I,	The	body	as	its	outsider	III	and	Massumi,	2002.	
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object	or	 interface	used	with	 instrumental	purpose),	body(ies)	of	music9,	but	also	collaborators,	

working	networks	and	spaces,	performing	actions/performing	disruptions,	etc.	

Each	solo	of	the	trilogy,	as	a	particular	disruptive	body	of	music,	has	common	features	with	the	

other	solos,	but	is	in	fact,	a	very	different	shaping	and	spacing	from	one	another.	The	three	of	them	

can	 be	 brought	 together,	 in	 touch,	 as	 fragmentary	 shapes	 of	 a	 larger	 and	more	 complex	 body.	

Furthermore,	each	solo	is	not	a	single	piece,	but	a	gathering	of	different	shorter	pieces,	as	different	

and	fragmentary	perspectives	of	this	multi-dimensional	body.	

It	 is	 curious,	 though	 no	 coincidence,	 to	 detect	 that	 although	 music	 as	 spreading	 is	 always	

approached	as	this	gathering	of	all	concrete	and	ungraspable	music	bodies	in	all	solos,	each	solo	

might	put	different	and	specific	music	bodies,	spaces,	levels,	relations	in	evidence.	It	is	then	clear	

that	through	this	looking	glass	puts	in	greater	evidence	the	concrete	and	ungraspable	instrumental	

body	(as	apparatus),	bringing	the	instrument	as	a	powerful	disruptive	potential	to	the	foreground	

through	various	perspectives.	As	to	In	Praise	of	Disorder,	what	becomes	clear	is	mostly	the	relation	

between	music-making	body	and	instrumental	body.	In	Listening	|	the	open	what	is	brought	to	the	

fore	is	the	music-making	body,	as	a	music-making	body	listening.	

We	will	try	to	understand	how	music	as	spreading	and	multidimensional	phenomenon	can	be,	to	a	

great	extent,	consequence	of	the	virtual,	as	an	empowered	level,	which	seems	to	act	in	the	musical	

process	as	an	energetic	realm	that	tends	to	overwhelm	the	musical	narrative	levels.	In	all	solos,	as	

in	multidimensional	phenomena,	we	will	find	a	persistent	tendency	for	the	magnetic	overwhelming	

of	the	semiotic	level.		

Overwhelming	semiotics	is	then	a	process	created	through	strategies	for	unleashing/engaging	with	

a	 complex	 and	 liminal	 sensorial	 experience.	 Performance	 is	 not	 proposed	 as	 an	 experience	 for	

(passive)	 immersion,	or	 just	as	an	active	 involvement	or	enaction	through	a	convergence	of	 the	

usual	senses,	but	it	is	also	proposed	as	a	certain	affordance	for	unleashing/engaging	with	through	

Listening	|	the	open.	The	performance	strategies	try,	thus,	to	create	this	affordance	of	engaging	

each	other’s	senses:	again	an	intangible	dispersion	in	touch.	

But	how	to	make	this	intangibility	tangible?	Making	it	tangible	will	mean	developing	composing	and	

performing	 strategies	 to	 unleash/capture	 the	 intangible,	 sense	 and	 rationalize	 the	 impacts	 it	

produces	 in	 the	 concrete	 or	 semiotic	 level.	 We	 will	 then	 try	 to	 analyse,	 through	 diverse	

perspectives,	how	both	 levels	 co-exist	and	 function	 together	as	a	process	of	multi-folded	music	

shaping.		

	

																																																								
	
9	Again:	music	(just	as	text,	notion	of	work,	etc.)	can	be	regarded	as	a	body	in	the	sense	it	is	constituted	both	by	a	
semiotic/	organised/linear	realm	and	a	non-semiotic/unorganised/disruptive	realm	and	the	tension(s)	arising	from	this	
paradoxical	co-existence. 
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II. Work	strings:	concept	of	‘work’	and	general	methodologies	
	

1. Work	‘strings’	10I.	–	A	manifesto	against	writing:	‘drink	me’	
	
In	every	case	or	context,	scores	constitute	an	incomplete	‘grabbing’	of	music.	But	they	go	beyond	

that:	trying	to	fixate	something	which	is	not	fixable,	trying	to	make	linear	what	tends	to	be	non-

linear,	trying	to	make	the	ephemeral	last,	the	score	prompts	a	certain	violence	against	music.	Of	

course,	all	music	 ‘suffers’	 in	one	way	or	another	with	 this	 crystallisation	process	of	 the	musical	

idea(s)	 in	a	bi-dimensional	and	linear	space	of	the	score.	But	this	music	was	precisely	making	an	

apology	of	the	singularities	of	the	disruptive	music	bodies	and	bodies	of	music,	an	apology	of	the	

unwritable	 and	 insurmountable	bodies.	 The	purpose	of	writing	 lost,	 in	 this	 overall	 context,	 any	

possible	sense.		

	
fig.4	

	

	

It	is	then	significant	to	refer	that	the	first	event	presented	in	through	this	looking	glass	(after	the	

opening	title)	can	be	regarded	as	a	gesture	that	calls	 for	 the	erasing	of	 the	element	of	score	as	

representative	of	the	musical	idea	and	mediator	between	idea	and	performance,	and	as	a	gesture	

that	makes	an	apology	of	an	 ‘immediate	entrance’	 in	music.	For	the	performance,	there	was	an	

initial	 idea	of	manipulating	a	few	little	objects	inside	a	wooden	box	by	my	side	–	as	standing	for	

‘affective	 scores’	 –	before	playing	each	miniature.	 This	 idea	was	 then	 transformed	by	Daniel	 C.	

Neves:	through	a	plastic	and	somehow	oneiric	approach,	the	chosen	objects	were	filmed	in	order	

to	 create	 intertitles	with	 an	 affective	 character	 before	 each	miniature	 in	 the	 film	 (an	 idea	 that	

evokes	the	aesthetic	of	the	silent	movies).	Regarding	the	stage	version,	the	intertitles	(of	the	film)	

																																																								
10	The	terminology	of	‘strings’	is	used	in	the	sense	of	Harry	Collin’s	terminology	in	Tacit	and	Explicit	Knowledge	(Collins	
2010):	“Strings,”	as	I	define	them	here,	are	bits	of	stuff	inscribed	with	patterns:	they	might	be	bits	of	air	with	patterns	of	
sound	waves,	or	bits	of	paper	with	writing,	or	bits	of	 the	seashore	with	marks	made	by	waves,	or	 irregular	clouds,	or	
patterns	of	mould,	or	almost	anything	(Collins	2010,	9).	
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with	affective	objects	were	also	projected	in	a	black	scrim	between	each	miniature,	instead	of	being	

manipulated	on	stage.		

The	first	thing	that	one	sees	after	the	opening	title	(be	it	in	the	film,	or	on	the	stage,	projected),	is	

then	the	intertitle	preceding	the	first	piece,	which	brings	as	affective	object	a	little	flask	lined	with	

music	staff	paper	with	the	inscription	drink	me…,	the	title	of	the	first	miniature	(a	clear	citation	of	

Carroll’s	magic	potion	label	in	Alice	in	Wonderland).	Not	being	able	to	totally	abolish	the	role	of	the	

score	in	this	first	approach	of	the	trilogy,	the	score	is	conceived	as	a	kind	of	magic	potion	that	can	

give	‘immediate	entrance’	to	the	music.	There	is	still	a	mediation,	but	an	affective	one,	which	does	

not	require	semiotic	decodification	and	is	intimately	related	to	the	body	–	the	score	is,	ultimately,	

swallowed	by	the	body,	or,	ultimately,	the	score	is	the	body	swallowing	itself.	The	score	is	no	longer	

conceived	as	a	semiotic	input	for	discipline,	but	as	a	substance	that	acts	directly	in	the	body	with	

an	unknown	and	out	of	 control	 result:	 as	another	 body	 that	puts	 the	body	 in	a	 ‘new	and	other	

musical	state’.	

	

The	trilogy	can	therefore	be	said	to	be,	in	a	way,	a	manifesto	against	writing,	a	manifesto	against	

the	established	idea	of	the	score	as	mediator	between	musical	idea	and	musical	performance.	But	

further:	 either	 as	 cause	 or	 consequence,	 the	 trilogy	 is	 then	 also	 a	manifesto	 for	 the	 neuralgic	

centrality	of	this	otherness	of	the	body	in	the	musical	creation	process/	performance.	

	

2. Work	‘strings’	11	II.	–	No	writing,	but	recording		
	
With	very	few	exceptions	(that	we	will	see):	no	writing.	Shaping	 is	done	directly	with	sound	and	

bodies,	and	my	main	ally	in	this	process	is	an	audio	or	video	recorder	(recording	and	filming,	over	

the	last	few	years,	with	a	smartphone,	meaning	that	the	quality	of	recording	or	of	video	at	the	early	

stages	of	musical	creation	is	not	a	relevant	factor).	The	act	of	recording,	at	this	stage	of	the	process,	

functions	as	a	register,	but	not	only	that.		

At	an	early	state	of	composing,	and	through	a	process	of	engaging	with	materials,	poetic	 ideas,	

sensations,	etc.	I	usually	improvise	at	the	piano	and	record	these	improvisations.	Then,	through	this	

improvisation	experience,	 and	by	 listening	 to	 the	 recordings,	 I	 select	 sound/musical	 events	 and	

experiences	 to	which	 I	want	 to	 stick	 to.	My	process	 for	musical	 creation	 is	 very	non-linear	 and	

fragmentary:	I	stick	to	small	fragments,	shaping	them,	recording	them,	listening	to	them,	bringing	

them	together	as	bigger	events,	deconstructing,	re-constructing.	But	the	shape	is	not	a	rigid	one,	it	

is	most	of	all	about	relation:	how	these	fragments	can	relate	to	one	another,	how	this	body	made	

of	 different	 fragments	 relates	 to	 itself,	 and	 the	 possibilities	 of	 conflict,	 feedback,	 interference,	

detonation.		

It	is	all	much	more	about	intensifying	this	other	listening	sense	towards	disruption	and	working	on	

																																																								
11	See	previous	note. 
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the	possibilities	of	relation	in	this	‘in	between’	linearity.	Recording	allows	this	self-reflection	in	a	

strongest	way:	always	playing	and	always	listening,	always	de-constructing,	re-constructing.	It’s	no	

longer	an	issue	of	being	in	the	experience	and	being	out	of	the	experience;	the	experience	is	itself	

the	movement	between	fragmentary	perspectives	–	there	is	no	actual	in	and	out,	no	linearity	of	

time.	This	means	that	the	process	usually	takes	quite	a	long	time	(and	as	time	goes	by	it	seems	to	

take	even	longer)	and	that	it	is	quite	difficult	for	me,	but	usually	just	as	rewarding.		

	

3. Between	improvisation	&	composition:	developing	‘oneiric	organs’	
	
	
My	relation	to	improvisation	in	my	overall	musical	activity	is	an	intimate,	complex	and	diverse	one.	

I	 feel	 ‘free’	 improvisation	as	a	double	sidedness:	on	 the	one	hand,	 it	unleashes	 the	body	 for	an	

unlimited	potential	of	musical	creation	 through	processes	of	 self-reflection(s),	 interactions,	etc.,	

which	are	particularly	interesting	for	bringing	the	real	time	decision	of	the	body	to	the	foreground.	

On	 the	other	hand,	 always	playing	 in	 a	 logic	 of	 ‘blind	dates’,	 or	 new	 regroupings	of	 the	 ‘same’	

musical	personalities	of	a	‘same’	musical	scene,	often	tends	to	format	the	body(ies)	and	the	musical	

approaches	to	a	constructed	ideal	of	what	playing	free	might	mean.	Paradoxically,	improvisation	

inevitably	also	seems	to	bring	along	the	danger	of	accommodation	and	creation	of	a	stable	comfort	

zone.		

On	the	other	hand,	free	improvisation	does	not	only	mean	playing	blindly	with	whoever	goes	on	

stage	with	you.	Improvisation,	in	the	context	of	my	overall	musical	activities,	can	therefore	have	

several	meanings:	first,	it	can	mean	to	work	together	in	a	group,	intensively,	towards	creating	and	

shaping	 musical	 possibilities	 of	 spaces,	 textures,	 directions,	 engagements,	 structures,	magnetic	

forces	that	can	bring	together	or	tear	apart.12	Second,	it	can	mean	to	improvise	with	unknown	(or	

known)	people	every	now	and	then,	with	absolutely	no	script	or	rule	established	beforehand.	Last,	

but	most	importantly,	in	the	process	of	musical	creation	for	these	solos,	improvisation	is	not	a	tool	

for	composition	anymore,	but	musical	creation	is	thought	within	and	throughout	this	fringe	of	both	

improvisation	and	composition.	When	self-reflection	in	improvisation	is	turned	more	and	more	into	

an	intensive	and	obsessive	non-linear	process,	a	back	and	forth	movement	in	many	and	sometimes	

opposite	 directions,	 again	 and	 again,	 improvisation	 and	 composition	 are	 no	 longer	 dualities,	

musical	creation	is	an	opening	beyond	the	established	closed	concepts	of	both	terms.		

But	 not	 only	 that,	 musical	 creation	 turns	 into	 a	 process	 of	 dreaming	 with	 and	 engaging	 with	

concrete	materials	and	objects,	a	process	where	it	is	necessary	to	dream	a	lot	before	an	object	so	

that	it	determines	in	us	a	kind	of	oneiric	or	dream	organ13		(Bachelard	in	Tavares	2013,	362).	This	

																																																								
12	These	processes	are	used	as	working	processes	in	the	projects	Almost	a	song,	Powertrio,	Turbamulta,	duo	with	Savina	
Yannatou.	
13	Translation	by	the	author:	é	preciso	sonhar	muito	diante	de	um	objecto	para	que	este	determine	em	nós	uma	espécie	
de	órgão	onírico.		
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process	of	dreaming	and	engaging	with	 triggers	a	 simultaneous	and	overwhelming	multitasking	

process	where	all	kinds	of	improbable	and	often	unforeseen	tasks	emerge	and	spread	towards	the	

development	of	sound	preparations,	sound	processing,	conception	of	sound	installations,	etc.	The	

multitasking	is	then	a	spreading	through:	experimenting,	researching,	finding,	choosing	all	kinds	of	

awkward	 analogue	 materials	 and	 objects	 and	 all	 sort	 of	 electronic	 devices,	 components;	

constructing	(with	or	without	the	help	of	a	team)	all	kinds	of	sound	devices,	installations	–	a	process	

that	always	requires	research	about	the	most	unlikely	elements	(e.g.	kinds	of	metal	plates,	sirens,	

magnets),	learning	and	developing	new	skills	(e.g.	soldering,	making	cables,		laser	cutting,	inserting	

motors	in	gadgets,	learning	how	to	use	new	software).	And	the	multitasking	process	continues	to	

diverge	in	many	concrete	actions:	experimenting	set	ups,	failing,	setting	down,	setting	up	again,	

working	with	Daniel	C.	Neves	on	 the	visual	 concept,	meeting	with	other	members	of	 the	 team,	

trying	 to	 fix	or	develop	 further	 situations,	making	budgets,	 creating	within	 the	budget,	working	

towards	 this	 visual	 concept,	 meeting	 with	 the	 theatre/venue	 team,	 discussing	 and	 matching	

technical	 rider	 requirements	 to	 the	possibilities	of	 the	venue,	 thinking	about	and	developing	an	

outfit,	setting	up	onstage,	experimenting	the	work	developed	off	stage:	light	and	sound,	adapting,	

discovering	 new	 possibilities	 and	mostly,	 practical	 impossibilities,	 rehearsals	 onstage,	 adapting,	

sharpening	 details,	 sharpening	 the	 accuracy	 of	multiple	 intervenients,	 dress	 rehearsal,	meeting	

again,	discussing,	première,	…and	the	musical	creation	process	does	not	end	with	the	première,	it	

is	a	never-ending	process	through	time	and	through	new	experiences.		

The	dreaming	and	engaging	process	is	then	not	only	a	process	that	triggers	another	multitasking	

process;	the	dreaming	and	engaging	process	is	itself	the	intangible	process	of	spreading	through:	

an	intangible	spreading	process	that	is	actualised	in	concrete	divergent	and	creative	actions.	

4. Towards	instability	of	notation,	work	and	performance	
	
Although	 notation	 as	 writing	 is	 not	 part	 of	 the	 process	 (except	 for	 very	 general	 and	 loose	

annotations),	we	can	argue	that	these	different	perspectives	of	films,	audio	recordings	in	CDs,	live	

videos	or	recordings	of	performances	can	work	together	as	notation.	But	they	can	only	fulfil	this	

task	when	 actually	 brought	 together,	 through	 time:	 both	musical	 idea	 and	 notation	 are	 then	 a	

gathering	of	different	kinds	of	approaches	in	time.	Musical	idea	is	therefore	not	regarded	as	a	stable	

and	abstract	 concept	 to	which	 there	can	be	 several	approaches,	but	musical	 idea	 is	 itself,	 in	 its	

instability,	 various	 fragmented	 possibilities	 of	 expression	 and	 meaning.	 It	 is	 not	 a	 linear	 and	

enclosed	idea,	not	a	same	‘same’	through	time	and	different	approaches:	the	established	is	always	

regarded	 as	 an	 established	 in	 crisis.	 An	 established	 idea	 always	 contains	 in	 itself	 the	 disruptive	

potential	of	self-reflection:	not	just	as	a	stable	entity	with	a	potential	for	spreading	towards	other	

directions	or	possibilities	 through	a	movement	 from,	stability	 towards	 instability	and	vice	versa.	

Musical	idea	can	be	regarded	‘from	the	beginning’	as	the	spreading	potential	itself	and,	bringing	up	

Nancy’s	formulation	of	the	body	as	the	plasticity	of	expansion	again,	we	could	say	that	musical	idea	

in	this	context	is	approached	or	conceived	through	this	spreading	or	plastic	character,	more	than	

through	 a	 musical	 thought	 that	 privileges	 a	 clear	 pre-established	 delineated	 musical	 contour,	



	

	 91	

phrase,	 etc.	 In	 practise	 this	 means	 in	 general	 that	 1)	 the	 musical	 idea	 is	 fragmented;	 2)	 the	

fragments	 are	 ‘more	 or	 less’	 delineated:	 their	 living	 and	 particular	 character	 can	 be	 explicitly	

performed	 or	 explained,	 although	 its	 exact	 contours	 and	 limits	 are	 not	 totally	

clear/acknowledgeable,	or	are	difficult	to	define;	3)	fragments	can	be	approached	as	events	and	

micro	events	that	establish	a	relation	within	themselves;	4)	playing	a	central	role	in	the	conception	

of	musical	 idea,	 and	 as	 important	 as	 each	 fragment	 alone,	 is	 the	 energetic	 process	 of	 bringing	

fragments	 together,	 in	 touch,	or	 apart	 –	 through	 the	 non-dual	movements	 of	pulling	 together/	

falling	apart;	5)	this	energetic	process	is	worked	on	intensively	both	through	a	highly	disciplined	

process	of	musical	research/through	the	disruptive	process	of	 listening.	The	energetic	process	 is	

usually	worked	on	 from	the	 relation	of	 smaller	 fragments	 towards	 the	 larger	ones;	6)	 from	this	

process	are	shaped	new	fragments	and	possibilities	of	relations;	7)	the	composing	process	is	itself	

fragmented:	playing	(and	recording)	–	listening-thinking-playing….	The	playing	and	working	directly	

towards	this	energetic	process	seems	to	be	or	at	least	feels	very	energy-consuming,	not	allowing	

most	of	the	times	to	‘stay’	very,	very	long	in	the	same	task	and	asking	for	a	continuous	change	of	

tasks	or	perspectives	in	the	musical	creation	process.	

There	is	therefore	still	a	notion	of	work	implicit	to	this	conception	of	musical	creation14.	This	notion	

of	work	cannot,	however,	be	captured	by	a	single	perspective,	work	 is	multiple	fragmentary	and	

diverse	shapings	through	time,	different	format	experiences	or	outputs	(at	least,	stage,	film	or	CD):	

as	said	before	regarding	musical	idea,	musical	work	is	itself,	in	its	instability,	a	catalogue	or	corpus	

of	various	fragmented	possibilities	of	expression	and	meaning.		

What	is	then	the	role	of	notation	in	this	particular	case?	For	what	does	it	stand	for,	or	what	practical	

purposes	does	it	fulfil?	For	my	practise	these	concepts	are	important	because	although	I	establish	

and	memorise	my	settings	for	every	piece	or	performance,	time	erases	this	memory	partially	and	

inevitably.	How	to	deal	with	this	evidence,	when	there	is	almost	no	writing	as	result	of	the	musical	

creation	process?	Recordings	are	therefore	of	great	value,	and	these	are	the	tools	to	which	I	have	

to	turn	to	every	now	and	then.	Together	with	my	memory,	some	loose	general	references	that	are	

sometimes	written	down,	and	strict	written	scripts	describing	the	changes	in	set-ups	for	and	during	

performance,	recordings	(several	of	them)	have	been	fulfilling	the	role	of	the	score	or	script	as	a	

memory	aid,	when	it	comes	to	performing	my	own	pieces	after	a	particularly	long	interval.	

	

III. Music	as	engagement	with		
	

1. Strategies	for	musical	creation	through	other	forms	of	engagement	with	another	
musical	work	(instability	of	work	again)	

	

																																																								
14	But	surely	not	one	enclosing	a	defined	meaning	to	be	‘unveiled’.	
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Again:	the	terminology	of	engagement	with	will	be	used	as	an	idea	that	can	encompass	the	notions	

of	1)	‘communication’	referred	as	touching	(Nancy),	form	of	telepathy	(Szendy),	mode	of	affection	

or	affection	(Assis,	D’Errico),	capture	(Massumi)	and	osmose	of	the	unconscious	movements	(Gil),	

2)	transduction	and	‘interpretation’15	and	also	Bachelard’s	notion	of	dreaming	before	an	object	as	

the	possibility	for	developing	specific	kinds	dream	or	oneiric	organs.	Engagement	is	then	regarded	

in	this	context	as	both	a	kind	of	‘communication’	and	as	a	transformative	process	of	the	bodies:	the	

‘engagement’	(in	its	energetic	or	political	sense,	as	you	like)	of	sonorous	bodies	starts	‘here’,	I	am	

convinced	 of	 this:	 ‘here’	 in	 the	 formation	 of	 the	 tiniest	 deviations	 from	 organ	 to	 organ,	 in	 the	

capacity	 for	 invention	 that	works	 in	 the	midst	 of	 the	 tiniest	 body-to-body-contacts.	 Here	where	

effective	phantom	limbs	grow	(Szendy	2016,	161).		

Engagement	with	 as	 related	 to	 these	 notions	 is	 then	 intimately	 ‘connected’	with	 the	 notion	 of	

shaping	that	is	being	developed	in	this	context.	Engaging	with	and	shaping	could	then	be	regarded	

as	 a	 same	 process,	 but	 one	 that	 is	 inevitably	 paradoxical:	 there	 is	 no	 causal	 logic	 between	

‘communication’	 and	 a	 transformation	 of	 the	 bodies	 –	 there	 is	 inevitably	 an	 unbridgeable	 gap	

between	both	perspectives	of	the	process,	there	is	no	way	of	determining	what	oneiric	organs	can	

be	developed,	no	way	of	telling	beforehand	what	the	bodies	can	do.		

	
	Erasing	the	semiotic	realm	–	‘engagement	with’	Schumann’s	‘Kinderszenen	op.15’	

		

Still,	people	sometimes	ask	me	about	a	written	score	–	as	a	transmission	tool	for	others	to	play.	

And	here,	we	 arrive	 at	 a	 crucial	 point:	 it	 seems	 that	 transmission,	 in	 terms	of	 how	 it	 is	 usually	

understood,	might	not	be	applicable	in	this	context.	Transmission	of	a	semiotic	content	has	been	

regarded	 as	 the	 quintessential	 act	 of	 sharing	music	 throughout	Western	 classical	music.	 It	 has	

predominantly	been	based	on	a	written	medium	–	the	privileged	vehicle	for	transferring	musical	

semiotic	content	with	the	 least	 interference	 (although	today	aural	 transmission	 is	already	being	

acknowledged	as	also	playing	an	important	role	in	this	transmission	process).	Transmission,	such	as	

it	is	conceived,	works	and	suits	the	purpose	for	what	is	designed.	But	what	if	the	semiotic	realm	is	

not	exactly	considered	 the	 central	 feature	of	music?	 If	 the	energetic	process	 for	unleashing	 the	

movements	 of	 pulling	 together	 or	 of	 falling	 apart	 is	 as	 important	 (or	more)	 than	 ‘that’	what	 is	

concretely	played	in	the	semiotic	realm?	If	otherness	is	enhanced	towards	the	concrete	concept	of	

material?	

At	this	point,	it	makes	sense	to	go	back	to	the	beginning	of	the	trilogy,	to	the	first	part	of	through	

this	 looking	glass,	namely	 to	13	mini(cre)atures	 for	 robert	 schumann,	a	pivotal	event	 for	all	 the	

works	and	pieces,	bearing	in	mind	that	this	miniature	cycle	was	conceived	in	relation	to	Schumann’s	

Kinderszenen	op.15.	My	first	act	of	composing	had	this	ambiguity	of	feeling	both	as	a	composition	

act	of	an	‘original’	piece	and	as	a	performance	of	Kinderszenen:	my	performance	of	Kinderszenen.	

This	could	mean	in	practise	that	my	performance	of	Kinderszenen	enhanced	or	engaged	with	other	

parameters	of	the	piece	which	were	not	the	semiotic	ones:	one	listens	to	Kinderszenen	and	to	13	

																																																								
15	See	Chapter	The	body	as	its	outsider(s),	Cluster	I.	
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mini(cre)atures	for	robert	schumann	and	they	are	not	at	all	the	same	pieces,	in	the	way	we	conceive	

of	what	a	piece	is	because	they	clearly	don’t	share	a	same	semiotic	content.	But	we	could	probably	

say	that	they	engage	through	other	parameters	that	have	been	enhanced,	and	that	for	this	context	

of	engagement	being	the	same	piece	or	not	is	not	at	all	what	is	being	called	into	question	here.	

Peter	Szendy’s	idea	of	musical	arrangement	is	worth	bringing	up	to	this	context,	an	idea	which	he	

relates	 to	Walter	 Benjamin’s	 writings	 on	 translation.	 In	 this	 sense,	 he	 acknowledges	 that	 both	

translation	and	arrangement	put	 in	evidence	 the	plasticity	and	 instability	of	 the	original	 text	or	

music.	Arrangement	 is	 regarded	as	a	space	created	between	 ‘the	work’	and	 ‘the	work’,	a	space	

which	is	a	critic	space,	which	makes	choices,	finds	perspectives,	enhances	or	compresses	elements.	

Yet	the	idea	of	arrangement	is	still	one	that	is	usually	established	through	a	relation	to	the	semiotic	

realm	 (even	 if	 this	 semiotic	 realm	 is	deconstructed	 through	 it).	But	what	 if	we	 take	 this	 idea	of	

arrangement	as	a	critic	space	of	relation	further,	beyond	the	notion	of	assimilation?	What	 if	we	

take	D’Errico’s	 idea	that	work	and	performer	must	remain	outside	each	other	for	the	body	to	be	

affected	 in	 its	outer	 interface	–	the	skin	–	by	means	of	a	total,	unbridgeable	exteriority	 (D’Errico	

2018,	165)	to	this	context	and	bring	this	practise	as	a	possibility	for	that	what	D’Errico	refers	to	as	

a	third	modality	of	performance?	A	modality	which	could	erase	the	dichotomy	between	composer	

and	performer	through	a	process	that	makes	notions	of	outside	and	 inside	 inoperative,	without	

attempting	to	bridge	or	erase	an	unbridgeable	gap?	

(resonance	 again:	 the	 price	 to	 be	 paid	 for	 the	 unleashing	 of	 intensity	 in	music	 performance	 goes	 as	 far	 as	 effacing,	

mutilating,	subtracting	the	semiotic	level)	

	

My	music	and	methods	clearly	fail	if	they	are	regarded	in	a	classical	logic	of	musical	transmission	of	

a	 semiotic	 content.	 But,	 on	 the	 other	 hand,	 if	 we	 think	 of	 engaging	 with	 and	 shaping	 as	 an	

unbridgeable	and	paradoxical	process,	it	can	probably	open	for	many	other	creative	experiences	

and	forms	of	musical	sharing.	

	

Mutilating	the	semiotic	realm	–	‘engagement	with’	J.S.	Bach’s	‘St.	John	Passion	BWV245’		

	
In	 the	non-linear	 logic	of	 gathering	different	pieces	of	 the	 trilogy	 for	establishing	engaging	and	

opening	‘points’,	it	might	be	meaningful	to	bring	to	this	context	another	piece	that	establishes	a	

somehow	 similar	 relation	 of	 engagement	 with	 another	 work	 with	 the	 one	 exposed	 in	 13	

mini(cre)atures	for	robert	schumann.	Listening:	the	open	III.	(the	third	and	last	piece	of	 listening:	

the	open)	is	a	piece	that	establishes	a	straightforward	relation	to	J.S.	Bach's	St.	John	Passion	BWV	

245,	namely	to	its	opening	piece,	Exordium	(Herr,	unser	Herrscher).	One	can	say	that,	among	other	

features,	the	studio	composition	developed	for	Listening:	the	open	III.	works	exclusively	on	musical	

materials	of	Exordium	and	proposes	a	different	and	somehow	limit	experience	of	Bach's	piece.	And	

I	refer	a	limit	experience	of	Exordium	because	this	time,	the	semiotic	or	narrative	material	is	still	

there,	but	‘smashed'	through	various	erasing	and	mutilating	attempts	that	are	part	of	a	particular	

compositional	 process.	 This	 artistic	 creative	 process	 seems	 to	 arise	 in	 opposition	 to	 the	 most	
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common	 idea	 of	 inspirational	 subjectivity:	 here,	 the	 compositional	 process	 becomes	 a	

deconstruction	 process	 of	 another	 piece,	 or	 musical	 construction	 arises	 as	 an	 exercise	 of	

destruction.	The	deconstructive	method	employed	can	be	quite	easily	described:	fragments	of	the	

Exordium,	each	about	50	seconds	 long,	were	cut	from	the	original	recordings	and	collected	to	a	

database.	Each	excerpt	was	then	transformed	in	terms	of	its	sampling	rate	and	pitch,	giving	rise	to	

other	multiple	fragments	that	were	again	collected	in	another	folder	of	the	database.	Each	of	them	

was	then	cut	 into	several	other	very	short	excerpts	that	were	then	edited	(both	 juxtaposed	and	

superposed)	 through	 crossfading	 in	 sequential	 order,	 creating	 a	 shorter	 audio	 file	 than	 the	 file	

initially	cut.	With	this	method,	each	cut	is	a	disruptive	point,	through	which	the	piece	is	'swallowed'	

by	itself:	there	is	no	actual	omission	or	erasing	of	musical	information	in	the	cutting	process	but	

rather	 the	 'swallowing'	 of	 musical	 information	 through	 crossfading	 (juxtaposition	 and	

superposition)	 of	 elements.	 This	 swallowing	 process	 might	 thus	 be	 considered	 a	 process	 of	

condensation	of	musical	information,	a	condensation	that	begins	to	'melt'	the	semiotic	contours	of	

the	music	and	that	enhances	a	certain	circularity	that	might	be	already	present	in	Bach's	piece.	To	

each	resultant	audio	file,	the	same	method	was	applied	again,	leading	to	an	even	shorter	audio	file	

(which	was	again	collected	in	the	database).	This	process	was	repeated	successively	(and	the	files	

collected)	until	we	arrived	at	the	most	condensed	audio	file	possible,	which	we	considered	unfit	for	

further	 cutting	 (a	musical	 file	 about	3	 seconds	 long,	which	 is	 supposed	 to	 condense	 in	 itself	 all	

musical	information	of	the	'original'	wide	fragment).		

Some	of	the	files	were	then	transformed	through	further	audio	processing	effects	(such	as	delay,	

reverse,	etc).	In	the	end,	all	the	files	collected	in	different	folders	of	the	database	were	taken	as	

potential	musical	material	for	studio	composition.	Hence,	composition	is	mainly	done	through	the	

superposition	of	files	in	different	tracks	(using	Logic,	an	audio	editing	software)	and	is	for	this	reason	

somehow	‘close’	to	Bach's	polyphonic	approach.	But	since	any	clear	phrasing	had	already	lost	its	

contours	 in	 the	 previous	 audio	 processes,	 the	 idea	of	 polyphony	becomes	here	most	 of	 all	 the	

unfolding	of	a	complex,	moving	and	living	texture.		

It	might	be	interesting	to	stress	that	this	new	music	body,	which	is	a	mutilation	of	another	music	

body	 (Exordium),	 is	 enhancing	 specific	 features	 of	 Bach's	 opening	 piece.	 One	 is	 the	 already	

mentioned	 idea	 of	 circularity,	mostly	 present	 in	 Exordium	 through	 the	 circular	motif	 with	 four	

sixteenth	figures,	which	is	usually	repeated	as	a	pattern	of	eight	sixteenth	notes	(beginning	with	

‘dcde	dcde’)	and	which	 is	always	being	sequenced	throughout	St.	 John	Passion’s	opening	piece.	

Bringing	a	sense	of	urgency	to	the	music,	the	circularity	of	the	motif	seems	to	function	almost	as	

an	audible	motor	of	the	unfolding	of	music:	time	seems	to	run	on	wheels.	Another	musical	feature	

enhanced	 in	this	new	music	body	 is	Bach's	brilliant	performance	of	dissonance	towards	his	own	

idea	of	circularity	and	of	linear	time	running	forward.	Created	by	the	flutes/oboes,	this	dissonant	

character	 is	 imprinted	 through	 continuous	 ‘stretching’	 of	 melody	 and	 harmony	 through	 the	

abundant	 use	 of	 delayed	 resolutions,	 anticipations,	 and	 overall	 time	 lags	 of	 tonal	 resolutions.	

However,	 this	 dissonant	 character	 should	 not	 be	 regarded	 in	 this	 context	 just	 as	 a	melodic	 or	
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harmonic	feature,	but,	most	of	all,	as	a	divergence	in	time:	there	is	a	motor	that	is	establishing	a	

time,	but	the	different	voices	seem	to	have	times	of	their	own,	a	weight	and	resistance	of	their	

own,	establishing	a	singular	relation	to	this	time	running	forward.	The	beauty	and	richness	of	this	

music	seem	to	come	from	this	co-existence	of	different	musical	space-times,	and	from	a	sensation	

of	divergence	that	comes	from	Bach's	complex	musical	exercise	of	expanding	the	possibilities	of	

dealing	with	this	gravitational	force	of	tonality.		

Another	important	feature	worth	emphasizing	is	the	intertwining	of	registers	both	of	the	texture	

forged	by	the	circular	motif	of	the	strings	(as	the	relation	between	the	first,	second	violins	and	viola,	

that	in	certain	cases	switch	registers	between	them)	and	of	the	two	melodic	voices	played	by	oboes	

and	 flutes.	 The	 two	 melodic	 lines	 play	 in	 similar	 registers	 most	 of	 the	 time,	 enhancing	 both	

dissonance	and	a	certain	melodic	confusion	(between	what	is	one	voice	and	what	is	the	other).	And	

it	is	important	to	mention	that	dissonance	is	not	just	established	between	the	melodic	part	and	the	

‘motor	circularity'	of	the	strings,	but	also	between	the	melodic	parts	themselves.	In	the	end,	we	

could	probably	summarize	my	acting	on	this	music	not	only	as	an	enhancing,	enlarging	and	opening	

but	also	as	an	exploding	of	a	certain	ambiguity	that	is	already	inherent	to	Bach's	piece:	circularity	

as	ambiguous	texture,	dissonance	as	the	bringing	together	of	different	space-times,	etc.	are	fed	

back	and	taken	to	other	limits.	

This	 audio	 composition	 was	 then	 created	 with	 a	 parallel	 ‘piano	 performing’	 part	 to	 be	 played	

simultaneously,	a	strategy	that	gives	this	piece	a	certain	concertante	character.	This	concertante	is	

however	approached	as	a	concertante	in	crisis,	and	for	the	awkwardness	of	the	piano	playing	part,	

and	for	the	unusual	relation	established	between	both	elements	(performance	and	audio	file),	one	

might	call	it	a	desconcertante	instead.		

What	could	be	interesting	here	is	this	composition	approach	as	a	destructive	gesture	of	the	semiotic	

realm	of	another	piece	–	Exordium	–	not	conceived	as	an	attempt	against,	an	attempt	at	 ‘pure'	

destruction,	but	as	an	attempt	at	finding	what	remains,	what	resists	destruction	of	narrative.	And	

the	output	is	surprising:	this	music	seems	to	resist	fiercely	to	its	destruction.	You	can	smash,	melt	

and	swallow	the	narrative,	beat	and	stun	the	linear	metric	pulse…	the	more	one	deconstructs,	the	

more	one	seems	to	feed	and	enhance	specific	singular	features	of	this	music:	divergence	of	time	

space	as	dissonance	is	enhanced	and	expanded	through	the	use	of	files	with	different	sample	rates	

and	pitches	and	 therefore	different	 space-times	 superposed.	And,	 contrarily	 to	what	one	might	

think,	the	cutting	and	crossfade	editing	processes	are	not	only	not	disturbing	the	idea	of	circularity	

but	enhancing	 it:	 through	 this	process	of	music	 'swallowing	 itself',	 it	 seems	 there	 is	no	end,	no	

resolution	 possible	 for	 this	 becoming	 (and	 this	 is	 also	 because	 tonality	 is	 melted	 through	 this	

process).	

Again,	this	compositional	gesture	that	arises	as	the	deconstruction	of	another	work	blurs	the	limits	

between	the	notion	of	arrangement	(as	it	has	been	brought	to	discussion	in	the	previous	chapter)	

and	 composition	 and	 might	 bring	 new	 elements	 for	 discussing	 further	 other	 kinds	 of	 musical	
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engagement.		

2. Work	as	engagement	with	–	Collaboration	with	Daniel	Costa	Neves	
	
Work	as	engagement	with,	 as	a	 relation	with,	 continues	as	spreading	 towards	other	 territories:	

besides	being	a	divergence	spreading	through	many	sensorial	or	artistic	realms,	the	pieces	might	

not	exactly	be	 solos,	 but	 solos	as	a	 spreading	again,	 dispersing	 through	different	 collaborators.	

From	this	point	of	view,	we	can	call	them	disruptive	solos.		

Music	is	therefore	conceived	in	this	trilogy	as	an	excess	of	elements,	realms,	bodies.	This	excess	

unfolds	 as	 a	 disruption	 of	 the	 sensorial/extra	 sensorial	 towards	 and	 from	 different	 realms	

(performative,	visual,	word,	etc.)	and	towards	and	from	different	personalities:	performance	as	a	

multidimensional	experience	requires	different	perspectives,	approaches	and	multiple	know-hows	

that	are	put	in	practice	through	steady	collaborations.	From	a	visual	perspective,	the	performance	

experience	 in	 the	 trilogy	 has	 been	 developed	 with	 Daniel	 Costa	 Neves	 –	 the	 most	 important	

collaborator	in	the	whole	process	–	and	also	through	important	contributions	from	artists	Rita	Sá	

and	Pedro	Diniz	Reis.		

The	proposal	for	the	performance	experience	is	then,	not	at	all,	that	of	the	musical	recital,	nor	just	

an	incremented	recital	situation	with	a	light	design	or	a	video	projection	as	decorative	elements.	It	

tries	to	forge	a	more	transversal	approach,	where	the	experience	is	thought	through	diverse	realms	

as	complex	and	multi-folded.	As	a	cinematographer	and	film	director,	Daniel	C.	Neves	is	then	not	

an	obvious	choice	for	the	stage	conception,	since	his	metier	is	much	more	connected	to	the	realm	

of	 cinema	 and	 photography.	 But	 this	 non-obviousness	 gives	 the	 process	 and	 outcome	 a	 very	

interesting	 and	 singular	 quality.	 Daniel	 C.	 Neves	 moves	 away	 from	 the	 theatrical	 approach	 or	

theatrical	thinking,	forging	a	more	cinematographic	perspective,	with	a	very	creative,	unusual	and	

refined	 approach	 both	 to	 light	 design	 and	 video.	 This	 cinematographic	 perspective	 is	 then	 also	

resonating	that	which	will	turn	out	to	become	a	central	 idea	of	the	trilogy:	that	of	exploring	the	

phantasmal	and	intangible	quality	of	the	concrete.		

In	most	of	the	cases,	the	performance	space	is	rendered	ambiguous	in	a	cinematographic	plastic	

way	through	various	means,	such	as	the	exploring	of	liminal	lighting,	the	employment	of	liquid	or	

granular	 elements	 (lightning	 or	 video)	 that	 tend	 to	 diffuse	 or	 dissolve	 the	 perception	 of	

performance	 space,	 or	 approaching	 lighting	 through	 an	 extreme	 sensorial	 engagement	 with	

performance.		

This	dissolving	linear	performance	space	is	then	a	strategy	for	bringing	spacing	to	the	foreground	

as	a	non-linear	dimension	of	 the	music	bodies	and	their	 relations	towards	themselves	and	each	

other	(as	it	will	be	further	developed).		

In	terms	of	methodology,	performance	is	forged	and	developed	by	me	up	to	the	point	where	both	

music	and	imagery/concept	are	somehow	delineated.	At	this	point,	I	begin	a	back	and	forth	process	
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of	exchanging	further	conceptual	or	concrete	visual	ideas	with	Daniel	C.	Neves.	This	exchanging	of	

ideas	then	leads	to	the	concrete	development	of	various	contents	that	are	again	discussed.	In	order	

to	think	about	the	stage	perspective,	D.	C.	Neves	also	begins	a	discussion	with	Miguel	Ramos,	the	

lighting	technician,	to	understand	how	the	ideas	can/cannot	be	put	in	practice	and	if/how	they	can	

be	 adapted.	 At	 this	 point,	 there	 is	 always	 some	 ‘friendly'	 friction	 between	 Daniel	 C.	 Neves	

cinematographic	 and	 artistic	 approach	 and	 Miguel	 Ramos’	 more	 pragmatic	 stage	 perspective.	

Neves’	 ideas	 are	 always	 artistically	 pertinent,	 and	 very	 accurate	 in	 terms	 of	 finding	 a	 visual	

perspective	that	puts	 the	experience	of	 the	music	 in	evidence	through	not	so	evident	means	or	

relations	towards	it.	Putting	the	music	in	evidence	does	however	not	mean	that	the	musical	content	

is	 just	 brought	 to	 the	 foreground	 by	 a	 visual	 ‘tonal'	 somewhere	 that	 makes	 music	 resonate	

‘perfectly’,	 but	 that	 the	 musical	 experience	 is	 reformulated	 as	 another	 overwhelming	 and	

empowered	sensorial	experience.		

3. Disruptive	musical	work	&	work	as	engagement	with	–	network	of	collaborators	
	
We	 could	 continue	 in	 this	 direction	 and	 claim	 that	 musical	 work	 might	 be	 also	 considered	 a	

disruptive	musical	work	for	two	main	reasons:	because	there	are	many	possibilities	of	engagement	

with	 and	shaping	 (as	we	already	started	 to	verify)	and,	 therefore,	a	divergence	of	perspectives.	

Musical	 work	 as	 a	 branch	 out	 of	 shapings	 and	 perspectives	 can	 be	 then	 a	 collection	 of:	 stage	

performances;	performances	as	‘inscription’	in	different	media,	supports,	physical	or	digital	strings	

(such	 as	 audio	 CDs,	 films,	 DVDs);	 performances	 with	 features	 of	 both	 performance	 as	 a	 live	

experience	and	performances	as	media	inscriptions	(such	as	installations,	lecture-performances).	

Although	they	have	many	things	in	common,	the	media	(or	intermedia)	shapings	or	perspective(s)	

are,	again,	not	merely	imprints	or	inscriptions	of	a	stage	performance,	nor	is	the	stage	output	just	

adapting	the	media/intermedia	output.	The	concept	of	work	could	be	regarded	here	as	either	a	

corpus	of	different	fragmentary	perspectives,	possibilities,	and	experiences	or	as	our	encompassing	

notion	of	body	as	its	outsider(s):	a	‘same’	musical	work	might	then	be	a	body	as	its	outsider(s),	a	

body	with	an	inherent	potential	(out	of	control,	out	of	linearity)	that	affords	further	possibilities	of	

engagement	and	further	disparate	transductions,	shapings.	

Each	of	these	different	shapings	requires	great	engagement	by	a	team	of	people	with	different	skills	

and	approaches.	The	core	of	the	team	for	the	staging	of	all	the	pieces	is	composed	by	Daniel	Costa	

Neves	(visual	concept,	videos,	and	light	design),	Hélder	Nelson	or	Ângelo	Lourenço	(sound	design	

and	 operation),	 Tela	 Negra	 (light	 design	 and	 operation	 usually	 undertaken	 by	Miguel	 Ramos),	

Eduardo	Raon	(previous	mixing	of	audio	files)	and	Luís	José	Martins	(musical	assistance).	In	each	

piece,	there	are	other	collaborators	for	specific	tasks,	as	we	will	remark	further	on.	The	original	idea	

was	to	make	films	on	the	three	pieces	with	Daniel	Costa	Neves	as	director.	We	made	the	film	on	

through	this	looking	glass	(2010),	released	in	DVD+	CD	by	Blinker	–	Marke	für	Rezentes	but	could	

not	 follow	up	on	our	plan	of	making	all	 three	 films	 (mostly	due	 to	 financial	 issues).	 In	Praise	of	

Disorder	 (2013)	 was	 released	 by	 Shhpuma	 as	 an	 audio	 CD	 with	 an	 exquisite	 booklet	 edition	
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(produced	with	mechanical	 typography,	 different	 types	 of	 paper	 and	 handsewn	 by	 Homem	 do	

Saco).	Listening:	the	open	doesn’t	have	any	performance	as	media	inscription	yet,	but	this	thesis,	

among	many	other	things,	also	constitutes	an	exercise	for	thinking	further	shapings	and	outputs	

(such	as	installation,	lecture-performance).		

Regarding	the	audio	recordings,	 the	team	is	composed	by	Hélder	Nelson	or	Ângelo	Lourenço	as	

sound	engineers,	me	as	 a	producer,	 and	 Luís	 José	Martins	 as	musical	 and	production	assistant.	

Mixing	and	mastering	has	been	always	done	by	Eduardo	Raon,	in	an	intensive	and	creative	process	

of	exchanging	ideas,	opinions	and	remarks	towards	the	creation	of	complex	sound	imageries.	Over	

more	than	ten	years	of	working	together	with	Eduardo	Raon	and	Luís	J.	Martins	in	different	projects	

and	 in	 mixing	 (Eduardo	 R.	 has	 mixed	 all	 the	 records	 I	 have	 produced	 since	 2008),	 we	 have	

established	a	very	good	musical	communication	and	understanding.	In	terms	of	media	outputs,	and	

audio	 specifically,	 processes	 are	 also	 long	 and	 very	 intense,	 mostly	 because	 the	 instrumental	

apparatus	of	the	piece	is	unfolded	through	many	approaches:	sound	files	that	are	recorded,	edited,	

composed,	mixed,	sound	devices	that	are	developed,	sound	ideas	that	are	difficult	to	put	in	practise	

in	recording,	etc.	The	preparation	for	the	recordings	is	very	intensive	and	recordings	are	concise,	

lasting	between	3	and	5	days.	The	mixing	is	then	a	long	and	intermittent	process	that	can	last	for	

months.		

	

	

IV. Fragmentation	as	a	crucial	strategy	for	the	shaping	of	disruptive	body	of	

music.		
	

-	Fragment	nullus	
Regarding	the	body	of	music,	we	will	start	by	drawing	a	very	general	idea:	music	is,	in	this	context,	

approached	or	conceived	through	this	spreading	or	plastic	character,	more	than	through	a	musical	

thought	that	privileges	a	clear	pre-established	delineated	musical	contour,	phrase,	structure,	etc.	

Fragmentation	is	then	the	most	crucial	strategy	for	shaping.	Fragmentation	as	a	strategy	in	itself	is	

already	 hinting	 for	 non-continuity,	 nonlinearity	 or	 irregularity:	 it	 is	 the	 basic	 principle	 of	 the	

disruptive.	As	a	basic	principle,	it	has	been	present	in	most	contemporary	music	approaches	of	the	

20th/21st	centuries,	through	various	means.	But	what	 is	special	about	the	aesthetic	of	fragment?	

And	 how	 is	 it	 approached	 in	 this	 context?	 And	 how	 does	 it	 put	 the	 relations	 of	 organised	 and	

unorganised	bodies	in	evidence?		

Through	a	fragmented	writing	strategy,	we	will	approach	the	fragment	from	various	perspectives,	

in	an	attempt	to	answer	some	of	these	questions.		
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-	Fragment	I	–	Intrinsic	or	extrinsic	strength		
	

As	mentioned	by	Craenen	(2014),	a	strategy	for	having	more	direct	access	to	the	level	of	the	body	

out	of	law	is	that	of	not	establishing	a	clear	narrative,	that	of	its	suspending:	the	use	of	the	fragment	

or	 the	 aesthetic	 of	 fragmentation	 is,	 therefore,	 a	 very	 obvious	 and	 useful	 tool.	 It	 was	 highly	

fomented	in	the	Romantic,	with	the	aesthetic	aura	of	the	unachieved,	and	brought	to	modernity,	

calling	into	question	the	centre	and	the	equilibrium	of	the	work.	Nowadays,	the	fragmented,	the	

disruption	and	superposition	of	information,	levels,	space,	time	are	literally	everywhere	as	the	most	

usual	way	of	accessing	information	in	modern	developed	societies.	In	his	formulation	of	affect	as	

intensity,	Massumi	(2002)	brings	fragmentation	to	the	foreground	as	a	most	important	strategy	for	

its	unleashing.	

But	what	is	special	or	relevant	about	the	fragment	that	helps	unleash	intensity?	Gonçalo	M.	Tavares	

(Tavares	2013)	refers	to	the	fragment	as	a	distributor	of	beginnings	(idem,	41),	as	a	point	that	begins	

something,	 a	 something	 which	 inevitably	 will	 have	 no	 end.	 And	 he	 refers	 to	 the	 beginning	 of	

something	 as	 having	 a	 special	 and	 condensed	 power:	 as	 if	 the	 beginning	 of	 a	 process	 could	

concentrate	the	highest	amount	of	a	certain	substance,	which	the	development	of	the	same	process	

will	 only	 dilute	 or	 disperse	 through	 an	 extended	 area	 (idem).16	 But	 not	 only	 that:	 M.	 Tavares	

connects	the	fragment	to	movement	and	velocity,	specifically	to	the	acceleration	both	of	language	

and	of	thought.	The	fragment	is	said	to	bring	a	certain	urgency	that	is	compared	to	the	urgency	of	

the	verse.	The	use	of	the	fragment	seems,	therefore,	to	be	described	again	as	interfering	with	the	

realm	of	time-space	–	through	acceleration	(time)	and	concentration	of	a	certain	substance	(space).	

The	suggestion	of	acceleration	can	easily	lead	us	to	Rasch	(the	German	word	for	presto,	quick)	and	

the	title	of	one	of	Roland	Barthes’	essays	on	Schumann.	Here	Barthes	extrapolates	on	the	fact	that	

Schumann	had	a	fondness	for	short	pieces	and	miniatures.	Trying	to	go	against	critical	opinions	that	

conclude	from	the	beginning	that	if	Schumann	did	not	compose	very	much	for	bigger	forms,	then	

this	 must	 have	 been	 because	 he	 did	 not	 know	 how	 to	 develop	 them,	 Barthes	 comes	 up	 with	

something	else.	For	him,	the	Schumannian	body	does	not’	stay	in	place’	(Barthes	1985,	300):	it	does	

not	 assume	 a	 narrative	 direction,	 it	 is	 a	 disruptive	 body	 that	 breaks	 down,	 falls	 apart,	 keeps	

dispersing,	unable	to	pull	itself	together.	We	could	argue	that	the	body	concentrates	an	excess	of	

a	 certain	 substance	 that	 does	 not	 fit	 within	 the	 semiotic	 realm	 or	 the	 linear	 direction	 of	 the	

narrative.	It	disrupts,	discharges,	changes	position,	direction,	accelerates,	breaks,	it	is	an	unquiet	

body.	And	Barthes	calls	upon	the	 intermezzo	as	a	special	character	of	musical	 fragment	 for	 this	

context:		

The	intermezzo,	consubstantial	with	the	entire	Schumannian	oeuvre,	even	when	the	episode	does	

not	bear	its	name,	has	a	function	not	to	distract	but	to	displace:	like	a	vigilant	sauce	chef,	it	keeps	

																																																								
16	Translation	by	the	author:	Mas	o	início	tem	uma	força	suplementar:	é	muitas	vezes	no	início	de	um	processo	que	se	
concentra	a	maior	quantidade	de	uma	certa	substância,	que	o	desenvolvimento	desse	mesmo	processo	só	vai	diluir	ou	
espalhar	por	uma	extensa	área.	
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the	discourse	from	returning	obediently	into	the	culture	of	development;	it	is	this	renewed	act	(…)	

by	 which	 the	 body	 stirs	 and	 disturbs	 the	 hum	 of	 artistic	 speech.	 At	 the	 limit,	 there	 are	 only	

intermezzi:	 what	 interrupts	 is	 in	 its	 turn	 interrupted,	 and	 this	 begins	 all	 over	 again.	 (…)	 by	 its	

interruptions	(…)	the	body	begins	to	‘criticize’	(to	put	in	crisis)	the	discourse	which,	under	cover	of	

art,	others	have	tried	to	put	over	on	it,	without	it.	(Barthes	1985,	300)	

The	fragment	is	therefore	inevitably	and	directly	connected	to	the	theme	of	the	bodies:	we	have	

assumed	the	 impossibility	of	encompassing	 the	multi-dimensional	body	 through	significance.	 Its	

uncertain	 substance,	 could	 yet	 possibly	 be	 captured	 (Massumi)	 through	 a	 strategy	 of	

fragmentation…	Ultimately,	capture	is	only	possible	as	fragment.		

	

-	Fragment	II	–	Vertigo	
But	what	 is	most	 significant	 about	 the	 experience	of	 the	 fragment	 is	 the	 chasm	 that	 inevitably	

occurs	through	the	body	and	the	music	for	its	abrupt,	sudden	disappearing	before	an	‘ending'.	This	

chasm	is	a	space	in	between	that	creates	the	experience	of	vertigo:	the	body	is	rushed	or	rushes	

(because	the	experience	is	out	of	subject	and	out	of	object)	towards	free	fall,	obliged	or	obliging	to	

act	 or	 react.	 But	 oddly	 enough,	 in	 my	 approach,	 this	 space,	 although	 not	 rationally	 or	 clearly	

defined,	seems	to	be	or	feels	quite	precise.	It	is	the	strictly	necessary	space	for	keeping	this	level	of	

the	body	unleashed,	spreading	through,	the	strictly	necessary	for	keeping	the	multiple,	complex	

levels	of	bodies	and	music	aroused.	The	fact	that	this	space	feels	quite	precise	does	not,	however,	

mean	that	it	is	(previously)	strictly	conceived,	or	that	it	is	always	a	regular	space:	it	means	that	in	

each	situation	this	space	unfolds	as	a	‘precise’	space.	It	is	a	contradiction:	the	unpredicted	and	the	

unmeasurable	is	approached	and	sensed	as	a	precision	of	the	bodies	and	of	the	music.	

This	means	of	course	that	the	body	does	not	simply	disrupt	and	fall	apart	through	an	endless	and	

non-reversing	process	of	entropy.	The	body’s	falling	apart	is	sensed,	explored	and	even	triggered	

through	the	body	pulling	together.	The	body’s	pulling	together	is	forged	through	a	new	sensation	

of	the	body	falling	apart.	And	the	space	of	this	relation	is	then,	in	the	end,	the	spacing	of	a	body	

sensing	itself,	failing	itself,	getting	to	acknowledge	itself,	(re)creating	itself.	

Getting	to	know	itself	is	then	a	relative	idea	that	might	mean	sensing	the	limits,	calling	these	limits	

into	question,	exploring	and	expanding	them,	surprising	itself,	finding	new	ways	of	being	a	body.	

As	stated	before,	the	body	is	not	regarded	as	an	integral	unit:	it	can	be	dispersion,	multiplicity,	and	

divergence.	However,	in	exploring	these	limits,	although	there	are	some	more	daring	approaches,	

the	 ‘integrity’	 of	 the	body	 is	 called	 into	question	only	 up	 to	 a	 ‘certain	 uncertain’	 point	 –	 never	

exceeding	the	limits	that	would	put	bodies	(music-making	or	instrumental	ones)	in	extreme	physical	

danger	through	the	performance	experience.		
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-	Fragment	III	–			(							)	
	
Regarding	my	approach,	there	is,	again	and	again,	no	real	explicit	gesture	for	exposing	the	body(ies)	

as	they	are.	

It	is	a	poetic	perspective	(even	if	multiple,	obsessive)		

towards	the	bodies	

	–	as	in	between		

	

-	Fragment	IV	–	Beyond	duality	of	control/	out	of	control:	

	composing	as	working	with	the	specific	out	of	law	mechanisms	of	the	particular	body	
	

Although	the	disruptive,	non-semiotic	realm	is	difficult	to	define	and	impossible	to	access	directly,	

I	 can	 acknowledge,	 by	 all	means,	 that	 the	music	 being	 developed	 in	 this	 context	 is	 taking	 into	

conscious	account	two	very	different	kinds	of	musical	levels:	a	semiotic	musical	realm	and	a	non-

semiotic	or	disruptive	one.	This	does	not	mean	that	I	can	define	the	non-semiotic	one	clearly,	or	

that	I	can	clearly	define	a	compositional	method	of	working	with	it.	Neither	does	this	mean	that	

this	fact	is	reducible	to	the	usual	form	of	‘working	with	parameters	that	one	controls	and	with	other	

parameters	that	one	does	not	control’.	Because	‘out	of	control’	in	this	context	is	not	any	kind	of	

‘pure	random’.	‘Out	of	control’	pertains	to	the	realm	of	(a)	specific	body(ies):	it	is	an	unpredictability	

that	is	however	restrained	to	the	realm	of	this/these	body(ies).	And	belonging	to	the	realm	of	the	

body	 implies	 the	 existence	 of	 a	 specific	 body,	 not	 an	 abstract	 entity	 of	 body	 (everything	we’re	

arguing	against	here).	The	out	of	control	we’re	talking	about	is	something	which	is	produced	within	

the	body,	with	the	specific	out	of	law	mechanisms	of	this	particular	body.		

It	is	about	creating	another	kind	of	self-reflection		

(through	this	looking	glass		

and	not	just	any		

looking	glass)	

	–	one	that		

		

-	Fragment	V	–	A	Role	is	a	role	is	a	role…	

	

What	is	specific	about	the	role	played	here	by	this	level	of	the	music	and	of	the	body?		

The	role	as	also	being	in.	Not	just	out:	

not	just	an	out,	putting	in	in	question.		

The	overwhelming	of	the	open	regarded	as	an	inner	mechanism		

	It	is	a	matter	of	conceiving	the	(music)	world		

(wholier	

not	holier)	
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-	Fragment	VI	–	An	exact	and	precise	space	as		

	

This	takes	us	back	to	the	issue	of	fragmentation,	as	carrying	within	itself	the	abrupt	ending	before	

an	ending,	 the	power	of	vertigo	and	 therefore	 the	 sensing/exploring	of	 fear	as	an	opening	of	a	

necessary	space	 in	between:	 fragmentation	as	carrying	with	 itself	 the	possibility	 for	spacing	 the	

realm	of	the	body	out	of	law.	This	brings	us	to	fragment	II	and	to	the	statement	that	this	spacing	is	

shaped	as	a	strict	and	precise	space	within	the	music:	what	is	or	how	does	one	define	the	strictly	

necessary	space	for	keeping	this	level	of	the	body	unleashed,	spreading	through,	playing	its	creative	

and	performative	role	in	the	musical	process?	

The	first	answer	is:	I	don’t	know	exactly.	

But	there	is	a	second	answer	that	points	to	another	kind	of	‘knowing’	within	the	realm	of	a	body,	

out	of	the	usual	senses,	out	of	the	nameable	realm	–	this	realm	knows	in	another	sense	of	what	

knowing	is.	And	this	is	also	where	I	would	like	to	arrive:	expanding	the	concepts	of	knowing	to	the	

unnameable,	 to	other	kinds	of	knowing	within	the	realm	of	bodies.	Emancipating	these	kinds	of	

knowing	beyond	the	negative	connotations	of	idiotism,	since	they	are	anything	but	idiot,	dumb	or	

stupid:	they	are	in	many	situations	our	most	precise	and	trustworthy	tools17.		

Whether	we	can	conceive	this	out	of	control	dimension	as	compositional	thinking	might	continue	

to	 be	 a	 question	 beyond	 our	 reach.	 But	 if	 the	 question	 is	 formulated	 as	 whether	 there	 is	 a	

compositional	 strategy	 for	 working	 towards	 this	 realm,	 my	 answer	 is	 then	 a	 resounding	 yes.	

Because,	although	out	of	my	direct	control,	it	is	there,	it	is	expected	to	emerge	through	there.	Even	

if	in	a	kind	of	outside,	it	is	part	of	the	musical	process	as	inside,	playing	an	important	role	inside	the	

musical	process.	My	music-making	strategy	is	counting	on	something	produced	by	this	realm,	on	

something	which	is	determinant	for	the	unfolding	of	music.	

And,	although	it	might	sound	vague,	this	can	be	considered	a	precise	and	exact	answer.	

It	is	a	matter	of	becoming	comfortable	with	paradox		

-	listening.		

(abolishing	notions	of	inside	and	outside	

in	compositional	strategy).		

	

	

	

	

																																																								
17	As	proposed	by	Craenen,	the	experience	of	the	composing	body	constitutes	the	most	direct,	and	thus	also	the	most	
critical,	touchstone,	for	aesthetic	evaluation.	A	corporeal	excess	can	signal	a	wrong	guess	(Craenen	2014,	269).	
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-	Fragment	VII	–	(im)material	

	

	

material	is	itself	also	listening	

as	vibration,	as	unknown	

known	motion	towards,	between	

as	an	unexpected	expected	

of	the	body.	

	

Composing		

Not	forging	with	material	in	hands	

But	forging	through	hands	and	through	material	

	

this	means	that	this	forging,	carving	is	of	another	kind.	

	

	

-	Fragment	VIII	–	Basic	disruptive	event	and	shape	

	

Music	 ‘material’	 –	 which	 is	 both	 material	 and	 immaterial	 as	 ‘uncertain	 substance’	 or	 certain	

intensity18	 –	 is	 a	 multimodal19	 event	 or	 a	 shape	 with	 a	 high	 potential	 for	 disruption.	 It	 is	 not	

independent	of	shape	since	 it	 is	not	a	content	 that	 fits	a	 form,	nor	a	 form	that	shapes	content.	

Shape	is	a	multimodal	process	which	has	already	and	somehow	a	certain	materiality	(as	a	semiotic,	

organized	 realm)	 and	 immateriality	 (as	 a	 non-semiotic,	 disruptive	 realm).	 One	 does	 not	 exist	

without	the	other.	And	this	means	that	it	does	not	make	sense	to	talk	about	‘music	material’,	nor	

of	the	basic	units	of	a	musical	structure,	but	possibly	about	fragment	as	basic	disruptive	event.		

The	musical	shape	is	therefore	not	defined	as	a	fixed	structure	but	regarded	as	an	imponderable	

experience	 that	 defines	 however	 concrete	 and	 structuring	 elements,	 events,	 relations,	

directionalities.	Consequently,	it	is	not	a	rigid	delimitated	form:	the	musical	shape	 is	the	body	of	

music	composed	by	many	divergent	bodies,	partitions,	incongruences,	paradoxes	–	behaving	like	a	

body,	with	its	predicted	unpredictability,	with	its	tangible	and	intangible	features.	Just	as	claimed,	

shape	and	its	basic	disruptive	events	are	brought	to	this	context	as	having	an	unutterable	quality	

within	its	scope.	

																																																								
18	 It	 might	 be	 interesting	 to	 bring	M.	 Tavares’	 notion	 of	 ‘uncertain	 substance’	 together	 with	Massumi’s	 concept	 of	
intensity/affect.	See	Fragment	I.	
19	Multimodal	in	the	sense	of	actual	concepts	of	musical	gesture	that	assign	many	dimensions	to	music,	besides	the	‘purely	
sonic	abstract’	information:	kinetic,	visual,	effort,	dynamics,	etc.	
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-	Fragment	IX	–	Processes	for	overwhelming	

	

This	basic	event	tends	to	have	an	opening	character:	opening	for	the	disruptive	relation	in	between,	

which	means	in	point	of	fact,	between	itself	(materiality	and	immateriality)	and	between	itself	and	

other	 fragments.	A	 fragment	opens,	 resonates,	 the	body	and	 the	music	 act	 and	 react	opposing	

another	related	or	unrelated	fragment,	opening	again.	Disruption,	felt	in	microtime,	either	rushes	

towards	the	movement	of	pulling	oneself	together	(related),	or	to	the	movement	of	falling	apart	

(unrelated).	 This	 opens	musical	 possibilities	 for	 spreading	 through	 divergent	 and	 simultaneous	

directions,	 for	 imploding	 divergence	 into	 a	 point,	 for	 falling	 into	 a	 trap	 of	 autistic	 circular	 or	

repetitive	movements,	etc.	As	such,	disruption	triggers	towards	experiences	of	complexity	that	put	

in	evidence	the	multidimensionality	of	the	music-making	body(ies)	and	of	the	body	of	music.	The	

way	the	different	levels	of	the	bodies	(organized	or	unorganized)	relate	is	strictly	connected	to	the	

way	 fragments	 relate	–	 they	are	 the	 same	event.	Disruption	can	 trigger	 resonance,	dampening,	

interference,	unlimited	feedback	towards	the	semiotic	realm	of	fragments:	the	way	organized	and	

unorganized	levels	relate	forges	not	only	the	plasticity	of	expansion	of	the	music	bodies,	but	the	

music	bodies	as	plasticity	of	expansion.	

Feedback	 as	 a	 relation	 between	 levels	 of	 the	 body	 (through	 different	 processes)	 is	 used	 as	 a	

common	compositional	strategy	throughout	my	music.	It	leads	frequently	towards	exploding	the	

musical	space:	feeding	back	the	musical	semiotic	realm	is	an	overwhelming	process	that	can	make	

it	get	swallowed	by	the	force	of	its	own	gravity.	Music	is	then	regarded	as	a	kind	of	black	hole:	it	is	

its	collapse	upon	itself.	The	musical	semiotic	realm	is	then	crushed,	shaped	as	nothing	but	a	hole	–	

immaterial,	unshaped	–	but	again	opening	a	new	possibility	for	renewal	of	the	music	bodies	out	of	

liminal	oscillation,	arising	from	this	process.		

	

-	Fragment	X	–	(im)possibility	to	capture	–	photographical	quality	of	the	fragment	as	
flexibility	
	

But	semiotically	speaking,	how	is	the	idea	of	fragmentation	put	in	practice	in	music?	

I	would	begin	by	acknowledging	that	the	semiotic	music	realm,	despite	being	complex,	tends	to	be	

relatively	short,	condensed.	Complex,	first,	because	the	relations	it	establishes	are	often	not	quite	

conventional	 ones,	 bringing	 sounds	 from	 most	 distant	 proveniences,	 families,	 and	 categories	

(tempered	and	non-tempered	sounds,	etc.)	together	as	intimate	relations,	and	for	simultaneously	

aborting	the	unity	and	integrity	of	closed	sound	categories	through	the	opening	of	new	divergent	

and	spreading	through	sound	possibilities.		

It	follows	that	the	semiotic	realm	of	music	events	has	a	short,	condensed	and	intense	character:	it	

tends	to	have	a	rather	reduced	musical	information	and	its	features	are	seldom	introduced	in	music	



	

	 105	

through	a	 gradual	 process,	 but	 tend	 to	 appear	 suddenly,	 as	 crystallizations,	 often	 as	 glances.	 It	

seems	paradoxical:	on	the	one	hand	fragments	as	music	events	seem	quite	inflexible	and	somehow	

obsolete	towards	notions	of	narrative	development.	On	the	other	hand,	their	crystallized	glance	

character	 seems	 to	 have	 a	 photographic	 quality	 that	 opens	 up	 other	 kinds	 of	 plasticity	 and	

flexibility:	the	material	is	an	opening	towards	intensification,	or	the	material	is	already,	through	its	

opening	 character,	 and	 relations	 established,	 its	 own	 intensification.	 This	 immateriality	 is,	

therefore,	a	certain	intensity	inherent	to	the	fragment.	This	intensity	can	be	captured	and	possibly	

unleashed	 through	 an	 obsessive	 arousal	 of	 the	 bodies,	 as	 (im)possibility	 for	 both	 forging	 and	

freezing	 this	 photographic	 quality.	 The	 semiotic	 realm	 of	 music	 events	 cannot,	 therefore,	 be	

regarded	without	this	inherent	disruptive	process,	which	I	call	listening	(or	listening	|	the	open).	A	

basic	disruptive	event	is	therefore	not	a	‘straightforward	material’	that	can	be	clearly	‘presented’:	

it	is	a	relation	between	what	is	stipulated	as	short	and	condensed	in	the	musical	narrative	plan	and	

its	resonance(s).	In	this	context,	it	is	never	about	what	is	presented	or	played	but	about	the	relations	

established	in	between	as	resonant	space.		

	

-	Fragment	XI	–	(dis)use	of	harmony		

	

The	 complexity	 of	 semiotic	 music	 material	 is	 also	 made	 evident	 through	 the	 constant	 use	 of	

atonality,	as	a	strategy	for	creating	an	irregular	musical	space.	Harmony	is	then	explored	as	specific	

and	often	obsessive	scrutinizing	of	a	certain	(mostly	asymmetric)	relation,	a	certain	intensity:	as	an	

agreement	of	intimate	disagreements.	It	is	seldom	used	in	a	logic	of	sequential	narrative,	or	as	a	

driving	 force	 that	 directs	 or	 heads	 for,	 but	 often	 approached	 through	 the	 aforementioned	

photographic	 perspective:	 as	 a	 crystallization	 of	 this	 relation.	 The	 harmonic	 relation	 as	

crystallization	often	appears	as	a	glance:	it	can	be	transposed	ad	infinitum,	varied	in	endless	types	

of	figuration,	fragmentation,	but	the	intrinsic	or	extrinsic	relation	is	mostly	maintained.	This	relation	

is	 mostly	 explored	 in	 itself	 and	 in	 confrontation	 towards	 other	 harmonic	 relations	 through	

processes	of	superposition/juxtaposition/interference,	etc.		

Dissonance	might	then	be	often	approached	in	a	somehow	consonant	way:	as	if	a	certain	comfort	

of	the	music	and	music-making	bodies	could	be	felt	in	not	having	a	disciplined	centre	of	gravity,	in	

being	dissonant	bodies,	in	being	this	agreement	of	intimate	disagreements.	Being	comfortable	can	

mean,	in	this	context,	that	the	use	of	dissonance	is	not	about	a	rejection	of	consonance	and	tonality	

just	for	aesthetic	reasons,	but	about	finding	a	new	sensorial	space	where	most	‘usual’	notions	of	

dissonance	and	consonance	do	not	feel	meaningful	anymore.	A	space	where,	as	Massumi	referred,	

‘sad’	can	feel	 ‘happy’	and	many	other	more	complex	possibilities	of	relation,	but	mostly	a	space	

forging	 new	 sensations	 and	 possibilities	 for	 meaning.	 Enchantment	 as	 an	 obsession	 towards	 a	

certain	intensity	of	relation	can	work	as	a	strategy	in	this	direction:	it	gives	the	atonal	a	certain	tonal	

quality.		
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-	Fragment	XII	–	Melodic	boycott	

	

Melodic	gesture	can	be	regarded	as	complex	too,	because	it	is	usually	an	idea	boycotted	from	the	

beginning:	there	is	an	appetite	for	melodic	gestures	that	function	as	openings	most	of	the	time,	as	

élans,	acceleration	movements	that	head	for	resonance.	But	the	possibility	of	narrative	continuity	

is	constantly	being	boycotted	through	various	processes	of	disruption	–	listening.	Disruption	can	be	

then	 regarded	 above	 all	 as	 a	 triggering	 of	 feedback	 processes,	 interferences,	 dampenings.	 The	

disruption	 processes	 can	 be	 of	 different	 kinds:	 as	 a	 freezing	 of	 the	 resonance	 of	 the	 disrupted	

gesture	towards	itself,	allowing	an	inflation	of	‘initial	substance’;	as	an	obsessive	irregular	circularity	

of	 melodic	 gesture	 towards	 itself	 through	 neurotic	 oscillation;	 as	 ‘out	 of	 control’	 circularity	 of	

melodic	gesture	towards	itself	through	unlimited	feedback	–	explosion	of	the	gesture;	as	an	abrupt	

entanglement	 with	 other	 gestures,	 through	 different	 possibilities	 of	 engagement,	 connection,	

superposition;	as	dispersion,	texturizing,	etc.		

-	Fragment	XIII	–	a	beating	body	as	time-space	

The	realm	of	metrics,	rhythm,	and	pulse	also	tend	to	be	rather	complex	for	the	extreme	presence	

of	this	other	disruptive,	beating	body.	A	beating	body	–	a	body	that	cannot	stay	(Barthes	1985)	–	

and	which	is	in	this	context	not	dampened	by	a	strategy	of	domestication,	but	on	the	contrary,	is	

incited	 and	 amplified	 through	 overwhelming	 listening	 strategies	 –	 is	 a	 constant	 producer	 of	

irregular,	organic,	and	endlessly	shifting	non-linear	space-times.		

It	is	important	to	establish	a	relation	to	time	conceptions	of	Romantic	and	structuralist	approaches	

in	order	to	understand	the	concept	of	time	in	this	context	of	the	trilogy.	It	is	therefore	relevant	to	

acknowledge	that	within	the	Romantic	and	its	rhetorical	performance	approach,	it	can	be	said	that	

there	 is	 a	 ‘qualitative’	 notion	 of	 time,	 whereas	 in	 structuralist	 approaches	 there	 is	 a	 more	

‘quantitative’	notion	of	it.	The	ontological	difference	(Cook)	points	at	two	different	notions	of	music	

conception:	music	is	made	of	time	in	the	case	of	rhetorical	performance	style	and	music	is	made	in	

time	in	the	latter	case.	This	can	mean	that	time	is	either	an	inherent	dimension	of	music	material	

in	the	rhetorical	perspective	or	it	is	an	objective	and	linear	dimension	outside	the	music,	where	the	

music	as	an	abstract	ideal	must	fit	in	through	the	process	of	performance.	We	have	already	made	

a	point	here	against	the	concept	of	time	as	linear	and	objective:	the	beating	body	acts	as	plasticity	

of	space-time,	it	does	not	stay	in	linear	time,	it	is	a	forger	of	shifting	time	perspectives.	Regarding	

the	 concept	 of	 time	 as	 a	 dimension	 of	 music	 in	 rhetorical	 approaches,	 it	 is	 important	 to	

acknowledge	that	time	is	regarded	as	a	dimension	of	expressivity	of	semiotic	content.	Time	is	then	

this	breathing	and	resonating	dimension	of	music	as	inherent	expressive	content.		

It	 is	 not	 at	 all	 my	 intention	 to	 give	 an	 exhaustive	 overview	 of	 time	 conceptions	 in	 music	

performance,	but	 it	 is	 fruitful	 to	bring	these	perspectives	 in	relation	to	a	concept	of	 time	 in	the	

trilogy,	 as	 they	 forge	 different	 conceptions	 of	 musical	 performance	 and	 can	 help	 us	 forge	 an	

adequate	conception	for	this	context.	
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We	may	analyse	Nicholas	Cook’s	claim	on	both	performance	practices:		

My	aim	has	been	to	make	two	general	points:	rhetorical	performance	turns	on	reference	

and	is	in	that	sense	a	semiotic	practice,	and	that	an	approach	that	sees	performance	as	a	

process	 of	 real-time	 semiosis	 is	 fundamentally	 different	 from	 one	 that	 sees	 it	 as	

reproduction	of	an	ideal,	essentially	atemporal	object.	(Cook	2013,	119)	

	

In	this	short	and	condensed	statement,	we	can	easily	acknowledge	that	our	context	corresponds	

neither	 to	one	conception	nor	 the	other:	performance	 is	 clearly	not	 reproduction	 in	 time	of	an	

atemporal	object	(as	structuralist	approaches)	nor	is	performance	just	a	real-time	semiosis,	turning	

on	 reference	 (as	 rhetorical	 performance).	 Time	 is	 regarded	 not	 just	 as	 a	 dimension	 of	 music	

material,	as	a	controlled,	intentional	or	expressive	parameter.	It	cannot	be	reduced	to	a	dimension	

(or	multiple	dimensions)	of	the	expressive	musical	content:	time	is	a	dimension	of	the	music	bodies,	

it	 is	 a	 complex	 dimension	 that	 encompasses	 expressivity/intentionality	 and	 simultaneously	 the	

unintentional,	which	is	felt	as	acceleration	through	microtime.	It	is	the	complex	co-existence	and	

relation	 between	 the	 possibility	 of	 linear	 time(s),	 non-linear	 time(s)	 and	 its	 specific	 case	 of	

microtime,	which	can,	however,	be	experienced	as	an	organic	and	vivid	dimension	of	music.	Time	

is	space-time.	It	is	created	and	reformulated	through	each	process	of	disruptive	fragmentation.	It	

is	 then	 also	 worked	 as	 friction	 and	 conflict	 between	 linearity	 and	 non-linearity,	 narrative	 and	

disruption	of	the	music	bodies.	

	

V. Musical	space	–	here	at	the	imminence	of	nowhere	
	

We	will	start	by	reflecting	on	musical	space,	adopting	the	strategy	of	Paul	Craenen,	of	claiming	that	

it	might	be	more	meaningful	to	start	asking	where	this	music	is,	instead	of	what	it	is	(Craenen	2014,	

44).	Craenen’s	where	refers	to	a	space	that	does	not	correspond	to	linear	space,	but	to	an	emerging	

space	 that	 unfolds	 as	 the	music	 progresses	 (idem,	 23).	 This	 unfolding	 is	 said	 to	 occur	 in	 a	 very	

specific	 moment,	 after	 the	 musician’s	 procedures	 of	 arriving	 on	 stage,	 taking	 the	 position	 for	

playing,	 and	 concentrating:	 at	 the	 precise	 moment	 where	 the	 body	 decides	 to	 act,	 or	 more	

precisely,	the	moment	when	this	decision	turns	into	the	action	of	playing.	This	gesture,	loaded	with	

the	 shared	 tension,	 concentration	 and	 silence	 of	 all	 music-making,	 instrumental	 and	 listening	

bodies,	is	then	responsible	for	producing	a	shift	from	‘real’	space	to	the	phantasmal	space	of	music.	

Craenen	proposes	that	there	are	different	kinds	of	phantasmal	musical	spaces,	whose	difference	

derives	 from	 different	 kinds	 of	 music	 conception,	 and	 compositional	 strategies/approaches.	

Different	musical	approaches	are	then	said	to	afford	different	kinds	of	musical	space	experiences.		

He	then	makes	a	distinction	between	three	different	kinds	of	musical	spaces,	three	distinct	arrays	

of	 where:	 music	 from	 somewhere,	music	 from	 here	 and	 music	 from	 there.	 In	 tonal	 music,	 a	

phantasmal	space	of	music	is	referred	to	as	a	somewhere,	as	an	unfolding	of	a	musical	space	that	
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establishes	 itself	as	a	somewhere	between	the	notes	 (Craenen	2014,30).	A	somewhere	 is	a	non-

situated,	ethereal	and	sublime	space,	as	a	result	of	a	neutralization	of	the	bodies:	when	friction	is	

‘erased’	 through	 discipline	 and	 an	 aesthetic	 purpose,	 as	 in	 this	 case,	 the	 music	 bodies	 are	

experienced	as	a	perfect	resonator	for	musical	narrative	and	expressive	content.		

The	second	kind	of	musical	space	is	the	phantasmal	space	here,	described	as	the	unfolding	of	music	

that,	 instead	of	neutralizing	the	bodies,	as	an	aesthetic	purpose,	tends	to	bring	friction	between	

bodies	to	the	foreground,	calling	into	question	the	established	musical	relations	through	the	use	of	

non-conventional	performance	techniques	(of	which	the	music	of	Lachenmann	is	given	as	example).	

This	 space	 is	 then	 described	 as	 the	 intimate	 space	 of	 the	 relation	 of	 performing	 body	 and	

instrumental	body,	a	space	within	the	reach	of	the	bodies.	It	tends	to	be	experienced	as	fascination	

towards	the	unexpected	of	this	intimate	sphere.	Here,	as	a	musical	space,	is	not	taken	for	granted	

and	is	hinting	for	a	continuously	rediscovering	of	this	relation:	aiming	already	somehow	towards	

the	 disruptive	 and	 the	 surprising	 capture	 of	 the	 bodies.	 This	 phantasmal	 space	 acts,	 then,	 as	

fascination	towards	the	concrete	music	bodies	but	also	towards	calling	this	concrete	dimension	into	

question.	

As	a	last	possibility	of	a	phantasmal	space,	there	is	referred	to	as	a	musical	space	that	acts	in	relation	

to	here:	there	becomes	fascination	when	the	attention	is	focused	on	here.	There	is	a	strategy	mostly	

connected	 to	 the	 spatialization	 possibilities	 enabled	 by	 electroacoustic	 music.	 There	 arises	 as	

fascination	and	is	then	the	shift	of	perspective	that	renders	here	as	potentially	surprising	again.		

Circling	back	to	the	trilogy,	one	can	say	that	all	these	kinds	of	musical	space	are	present,	in	one	way	

or	 another.	 However,	 it	 is	my	 claim	 that	 the	 space	 of	music	 could	 be	 discussed	 further	 in	 this	

context.	Here	 is,	on	the	one	hand,	a	very	explored	space	 in	the	context	of	the	trilogy,	since	this	

intimate	 and	 concrete	 space	 of	 relation	 between	 the	 bodies	 is	 always	 put	 in	 perspective,	 and	

rethought	 as	 a	 potential	 for	 the	musical	 unfolding.	 Thus,	 the	way	 it	 is	 approached	 often	 has	 a	

paradoxical	 flavour:	here	can,	through	the	various	spreading	processes	be	felt	simultaneously	as	

here	and	there	or	as	here	and	somewhere	or	as	an	overwhelmed	here	which	can	be	felt	everywhere.	

On	 the	 other	 hand,	 everywhere	 as	 an	 overwhelming	 process	 of	 here	 can	 be	 an	 imminence	 of	

nowhere.	This	is	done	through	unexpected	and	sometimes	invisible	interconnections,	interactions,	

disruptions	 that	 tend	 to	 defy	 the	 linear	 space	 of	 performance	 situation	 in	 all	 the	 musical,	

instrumental,	multidimensional	realms.	

In	all	these	realms	the	magnitude	or	plasticity	of	this	space,	created	through	various	means,	gives	

the	concrete	experience	of	 the	bodies	 in	performance	a	certain	 illusionary	quality.	And	this	 is	a	

crucial	point	to	arrive	at:	there	seems	to	be	a	musical	space	as	experience	of	the	concrete	bodies	

as	 both	 tangible	 (as	 somehow	 situated)	 and	 intangible	 (as	 accelerating,	 spreading	 all	 over	

dimension).	It	is	a	paradoxical	musical	space:	an	experience	of	the	concrete	here,	but	here	might	be	

at	the	same	time	felt	as	somewhere,	or	put	differently,	the	concrete	here	might	be	felt	both	as	here	

and	 as	 dispersion	 throughout	 the	 bodies.	 But	 there	 might	 be	 a	 big	 difference	 between	 the	
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somewhere	of	tonal	music	and	somewhere	in	this	context.	Somewhere	in	the	trilogy	might	not	be	a	

controlled	phantasmal,	 resonant	 space,	where	 the	 semiotic	musical	 content	 resounds	perfectly.	

Somewhere,	here,	relates	to	the	‘formulation’	of	Listening	|	the	open:	a	disruptive	resonance	or	

interference	space,	with	high	potential	either	for	uncontrolled	feedback	or	for	uncontrolled	noise.	

This	 somewhere	 is	 then	 a	musical	 space	 as	 an	 overwhelming	 of	 the	 semiotic	music	material:	 it	

interferes,	crushes,	mutilates,	but	most	importantly,	disruption	comes	with	this	high	potential	for	

feedback	and	noise.	The	space	from	here	is	then	also	an	everywhere	at	the	imminence	of	its	own	

explosion	(again):	this	everywhere,	as	overwhelming	of	‘here’	is	an	imminence	of	‘nowhere’,	or,	in	

other	words,	an	overwhelmed	‘here’	can	be	felt	as	‘somewhere’,	and	possibly	as	‘everywhere’	at	the	

imminence	of	‘nowhere’.	Everywhere	and	nowhere	seem	therefore	to	be	important	new	notions	of	

space	for	our	context.		

But	there	is	no	linearity	or	sequence	of	spacial	events.	The	musical	space	can	be	sensed	both	as	

here	and	somewhere/everywhere/nowhere	simultaneously:	there	is	a	relationship	at	the	distance,	

which	 is	 not	 that	 of	 a	 continuity.	Here	 does	 not	 fade	 into	 somewhere/everywhere.	 There	 is	 a	

simultaneity	and	an	ambiguity	of	musical	spaces	that	can	be	felt.	

It	is	therefore	important	to	define	this	musical	space	through	an	extreme	and	liminal	sensitivity	and	

its	extreme	affordance	for	feedback	and	noise.	Spreading	is	sensing	‘as’	feeding	the	fuse	spreading	

through,	 it	 is	a	point	 triggering	 itself,	detonation.	 It	 is	again	a	process	 that	 is	out	of	control	but	

within	the	realm	of	the	music	and	of	the	bodies.	

Again,	this	implies	a	strategy	for	overwhelming	the	senses:	it	implies	a	sensorial	excess	that	tends	

to	provoke	disruption	of	senses	towards	other	sensorial	possibilities.	Music	is	then	conceived	in	this	

trilogy	as	this	excess	of	elements,	realms,	bodies.	This	excess	is	an	unleashing	of	liminal	sensorial	

experiences	towards	and	from	different	realms	–	performative,	visual,	verbal,	etc.	–	and	towards	

and	from	different	personalities:	performance	as	a	multidimensional	experience	requires	different	

perspectives,	approaches,	and	know-how	that	are	put	in	practice	through	steady	collaborators.		

	

VI. Music	as	‘unmediated’	relation	between	bodies	–	towards	another	notion	of	
virtuosity	

	

But	music	involves	other	bodies,	namely	the	instrumental	bodies	and	relations	with	them.	And	here	

we’ll	 arrive	 at	 another	 important	 point	 that	 brings	 the	 discussion	 about	mediation	 further:	 the	

instrumental	or	performing	bodies	are	not	approached	as	mediators	for	something	else,	but	the	

relation	 of	 the	 bodies	 towards	 themselves	 and	 between	 themselves	 is	 the	 something	 else,	 this	

relation	is	itself	a	producer	of	meaning.	We	could	probably	say	that	the	cyphers	of	the	bodies	are	

the	bodies	in	their	relation	towards	themselves	and	towards	each	other.		
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This	will	lead	us	to	a	particular	conception	of	music	as	spreading	but	it	will	also	force	us	into	thinking	

a	notion	of	virtuosity	further	(again	as	a	process	for	overcoming	the	body’s	and	the	self’s	limits	or	

restrictions	within	this	scope).	In	this	context,	virtuosity	will	not	be	related	to	the	violence	of	erasing	

the	body,	disciplining	the	undisciplined	as	in	the	Romantic	and	werktreue	ideals;	nor	will	it	be	about	

forcing	the	disciplined,	obedient	and	submissive	performing	body	towards	indiscipline	(through	a	

violence	of	excessive	mediation)	as	in	the	complexity	and	new	complexity	approaches;	nor	even	

about	a	violence	of	complete	rejection	of	the	subjective,	intentional	and	disciplined	(and	therefore	

a	 complete	 rejection	 of	 virtuosity)	 as	 in	 Cage’s	 and	many	 American	 experimental	 and	minimal	

approaches.		

It	 can	 mean	 again:	 becoming	 comfortable	 with	 paradox,	 becoming	 comfortable	 with	 the	 co-

existence	of	both	organised	and	unorganised	levels	of	the	body,	accepting	both	the	body’s	inherent	

disruptive	violence	and	its	simultaneous	drive	for	disciplining	this	violence	(as	violence).	In	terms	of	

how	to	ground	this	concept	of	virtuosity,	we	could	claim	again:	let	a	body	be	a	body,	let	music	be	a	

body,	let	the	body	be	music…	let	the	body	explore,	sense,	feed	its	being	body	through	liminality,	

through	the	shaping	of	other	bodies.		

It	doesn’t	however	put	aside	an	extremely	organised	body	and	its	strict	discipline	and	is	again	a	

relation	 between	 organised	 and	 unorganised	 levels	 of	 the	music-making	 body,	 as	 a	 process	 of	

overcoming	 the	 body(ies)’s	 and	 the	multiple	 self’s	 limits	 or	 restrictions	 –	 calling	 into	 question,	

rethinking	and	pushing	these	limits	further	or	away.	It	doesn’t,	therefore,	demand	a	mechanism	of	

non-violence.	

What	I	will	start	to	outline	as	virtuosity	is	then	this	relation	of	the	organised	and	unorganised	levels	

of	the	body	through	the	concept	of	Listening	|	the	open.	This	can	mean	that	virtuosity	is	not	only	

accepting,	but	creatively	exploring	the	different	levels	of	the	body	through	their	relations.	It	can	

furthermore	mean	not	only	accepting	violence,	but	exploring	violence	as	an	inherent	mechanism	

of	these	relations	and	therefore	accepting	and	exploring	violence	as	inherent	to	the	music-making	

body	itself.	At	last,	it	can	mean	broaching	this	relation	of	violence	of	the	body	towards	itself	through	

the	 relations	 of/between	 all	 kinds	 of	music	 bodies.	 Virtuosity	 is	 a	 paradox:	 an	 organised	 body	

listening.		

As	a	space	where	organised	body	and	unorganised	body	meet	or	where	the	organised	can	capture	

the	unorganised,	Listening	|	the	open	is	then	not	only	a	‘pure	entropy’	space	but	also,	evidently,	a	

kinetic	space,	a	space	affording	a	creativity	potential.	This	can	mean	that	the	organised	body	can,	

to	a	certain	extent,	‘tune’	towards	this	liminal-sensorial	space	of	Listening	|	the	open	as	creative	

space.	‘Tuning’	in	this	context	would	mean	creating	an	arousal	of	senses	towards	the	liminality	of	

the	disruptive	micro	vibration	of	the	bodies.	We	can	then	regard	the	creative	and	overwhelming	

way	the	body	broaches	this	specific	sensorial	and	liminal-sensorial	space	as	a	beginning	of	this	idea	

of	virtuosity.	Broaching	the	disruptive	mechanism	that	leads	to	the	movements	of	falling	apart	and	
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pulling	together	and	the	overwhelming	relation	of	organised	and	unorganised	bodies	are	then	most	

important	features	of	this	notion	of	virtuosity.		

But	how	is	this	relation	between	music-making	body	and	body	of	music	forged?	We	will	start	by	

approaching	 the	 instrumental	 bodies	 as	 a	 fundamental	 element	 to	 add	 to	 this	 relation.	 Having	

established	the	instrumental	realm,	we	will	then	return	to	continue	shaping	an	idea	of	virtuosity.	

	

VII. 	Instrumental	apparatus	

	
	
	

1. (a	between):				Listening	|	the	open	
																									intangible	instrumental	body(ies)		

		
	

	

Listening	is	also		

sensing	the	disruptive	power	through	instrumental	bodies,		

sensing	historical	incisions	as	clean	and	well	tempered	domestication	of	sound,		

a	framing	of	the	audible		

as	possible	sounding	–		

-		in	instruments,	the	wound	is	closed	

to	sound	unison.	

	

But	listening	is	also		

this	impossibility	to	get	lost	

through	the	instrument	

as	possibility	for	all	music	bodies:	

as	intangible	bodies		

escaping		

the	inevitable	–	

and	inevitably	escaping	

	

-	listening	
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Listening	is	then		

not	(just	a	geek	activity	of)	finding	curious	and	odd	sounds	

concealed	within	a	touching	space	of	instruments		

(for	ages	and	ages)	

as	possible	impossible		

becoming	of	a	new	instrument		

-	to	proudly	show	the	world	

	

It	is	both	finding	and	being	found	anew	by		

its	eruptive	potential		

as	a	magnificent	force	concealed		

-	retained	

as	an	ignited	there	

of	the	instrumental	body	

ready	to	explode		

to	the	subtlest	touch		

as	precise		

light,	suspended	

sensing,	

feeding		

	

It	is	then			

finding,	being	found,	

loosing,	getting	lost		

altogether	

as	overwhelming	imponderable		
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Listening	is	then	engaging	with	

as	an	instrumental	subtle	vibration,	

a	beating	there	

as	feeding	back,	

detonating	a	new	

sounding	potential:	

the	out	of	blue		

in	all	directions	

unfocused	

	

the	instrument	is	no	longer	this	instrument	-	

the	instrument	is	a	new	

disruptive,	intangibility	

spreading	through	

	

	

	

2. (Im)possibility	to	escape	of	the	music	bodies	
	

More	than	thinking	the	piano	as	an	 instrument	with	the	possibility	 for	expanding	through	other	

sound	tools,	instruments,	or	installations,	the	instrument	is	thought	again	as	the	spreading	itself.	

Thought	as	an	unleashed	divergence	 through	a	multiplicity	and	diversity	of	 sound	elements,	 the	

instrument	is	not	there,	it	is	not	closed	in	any	kind	of	preconception,	the	instrument	is	disruption	of	

sound.	The	instrument	as	spreading	is	then	a	performance	of	an	excess,	overwhelming	the	semiotic	

and	 normalised	 organisation	 of	 the	 piano	 that	 both	 leads	 towards	 disruption	 and	 is	 led	 by	

disruption.			

The	instrumental	apparatus	is	therefore	not	an	instrument	piano	(in)	extended	to	other	resources	

(out),	 because	 extension	 is	 a	 reductive	 term:	 it	 implies	 approaching	 the	 piano	 as	 a	 closed	

instrumental	entity	to	which	one	can	adjoin	unidirectional	add-ons.	Thinking	extension	as	this	add-

on	would	mean	that	taking	off	the	extensions,	the	piano	would	remain	untouched,	pure,	stable,	the	

same.	But	the	contexts	where	the	term	‘extension’	is	used	often	imply	some	kind	of	mutilation,	a	

destruction	of	certain	qualities	of	the	instrument	in	favour	of	other	qualities.	Taking	the	instrument	

as	the	spreading	or	as	a	disruptive	instrumental	body	means,	first,	that	one	can	no	longer	think	the	

piano	as	a	closed	and	stable	entity,	as	a	previously	made	conception.	And,	in	fact,	there	has	never	

been	just	one	conception	of	the	piano,	even	if	the	effort	for	standardisation	and	normalisation	is	

huge:	 the	 instruments	 have	 always	 been	 other	 instruments	 in	 different	 times,	 contexts,	 and	

approaches.	 Instruments	may	 thus	 contain,	 through	 this	 perspective,	 a	 sounding	 potential	 that	

resists	normalisation.	Working	the	instrument	as	an	excess	and	as	an	overwhelming	process	of	itself	

can	 then	 be	 a	 strategy	 for	 bringing	 this	 sounding	 potential	 as	 an	 idea	 of	 resistance	 to	 the	



	

	 114	

foreground.	

It	 is	 important	 to	 remember	 that	 the	experimental	approaches	of	 the	post-war	vanguards	were	

most	important	and	fruitful	for	the	emancipation	of	sound	potential	of	both	musical	instruments	

and	non-instruments	(that	were	often	elevated	as	musical	instruments).	This	emancipation	came	

along	with	the	idea	of	opening	the	performance	situation	to	every	possible	action,	every	possible	

sound.	 In	 the	 last	 two	 decades,	 the	 instruments	were	mostly	 explored	 as	 hybrid	 constructions	

through	 various	 possibilities	 opened	 up	 by	 exponential	 improvements	 in	 electronics,	 mostly	

through	the	extreme	development	of	software	programs	for	live	processing.	The	instruments	have	

been	approached	as	hyper	instruments,	meta	instruments,	etc.,	and	the	musical	creation	process	

has	 been	 very	 focused	 on	 discussing	 and	 developing	 the	 complexity	 of	 design	 and	 technical	

construction	of	idiosyncratic	instruments	(systems	or	environments	that	are	often	only	used	once	

in	a	particular	context	of	a	specific	piece	of	music).	For	a	long	time,	the	instrument	has	been	in	the	

spotlight	of	musical	discussion	in	academia,	and	probably	much	of	the	composition	discussions	and	

theses	presented	in	the	past	20	years	deal	most	exclusively	with	the	conception	of	the	instrument	

as	subject.	

Preparation	techniques,	electronics	and	other	processes	of	working	towards	new	possibilities	of	

sound	engagement	bring	along	the	potential	for	rethinking	and	reformulating	the	instrument	and	

relations	between	the	music	bodies.	But	it	is	also	important	to	stress	that,	on	their	own,	they	barely	

afford	new	ways	of	thinking	music.	As	powerful	and	eccentric	tools,	 they	can	easily	 fall	 into	the	

category	of	musical	 fireworks,	circus	or	 freak	show,	when	used	as	a	musical	goal	 in	themselves.	

Besides,	they	also	susceptible	to	being	acculturated,	integrated	and	somehow	accommodated	as	a	

new	 normalisation,	 something	 which	 in	 certain	 musical	 niches	 is	 already	 happening:	 the	

experimental	is	the	new	normal.	The	experimental	as	the	exploration	of	new	sounding	potential	of	

instruments	begins,	in	fact,	to	be	a	déjà	vu	and	even	a	cliché.		

In	 the	 context	 of	 the	 trilogy,	 one	 can	 say	 that	 the	 relation	 towards	 the	 instrument	 is	 then	 a	

conflicting	or	paradoxical	one.	On	the	one	hand,	its	scale	as	an	‘enormous’	instrumental	apparatus	

and	its	importance	in	the	performing	situation	reveals	a	fascination	towards	it.	On	the	other,	this	

music	does	not	really	focus	on	the	conception	of	the	instrument	in	terms	of	the	relevance	given	to	

its	design	development	or	processes.	In	fact,	through	the	various	musical	creative	processes	of	each	

piece	of	the	trilogy	through	time	one	could	almost	say	that	the	approaches	move	in	a	direction	that	

could	be	considered	quite	the	opposite:	it	is	almost	a	seeking	for	a	no	piano,	towards	the	impossible	

liberation	of	the	musical	performing	body	from	its	instrument.	Following	this	train	of	thought,	the	

apparatus	 as	 an	 overwhelming	 excess	 can,	 in	 a	 way,	 be	 considered	 a	 potential	 detonation	

mechanism	for	the	instrument.	It	is,	again,	a	non-semiotic	exploding	or	imploding	dispositive	that	

tries	to	raze,	demolish,	not	only	the	organisation	of	the	instrument	piano	as	normalisation,	but	the	

relation	of	dependency	in	which	the	performing	body	is	found	as	trapped	and	locked.	This	music	is	

therefore	not	just	a	geeky	exploration	of	sound	curiosities	but	a	profound	destabilising	engagement	

with	sound,	with	the	multiplicity	of	the	self	and	the	multiplicity	of	music	bodies.	An	engagement	
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that	seeks	not	the	instrument,	but	through	the	instrument,	an	impossible	liberation	from	it	and	to	

it	–	an	escaping	of	all	music	bodies.		

We	can	therefore	say	that	the	instrumental	body	can,	along	with	the	music-making	body	as	a	body	

listening,	also	be	considered	a	disruptive	body	–	it	is	not	a	body	as	an	instrument	placed	in	space:	

it	 is	 an	 energetic	 capture	 of	 forces,	 vibrations	 through	 different	 sounding	 bodies,	 different	

directions	‘converging’	as	new	tangible	and	intangible	sounding	body.		

–	instrumental	apparatus,	as	excess	is	then	this	capture	of	forces	

		as	a	spreading	through	different	bodies	in	touch	

		in	all	directions	unfocused,	

		overwhelming:		

		the	instrumental	bodies	as	organised;		

		the	relation	of	interdependency	between	instrumental	and	performing	bodies;	

		unfolding		

		as	new	disruptive	tangibility	and	intangibility	sounding		

-		the	(im)possibility	to	escape	of	the	music	bodies	

But	what	does	this	mean,	in	practice,	through	the	trilogy?	What	could	mean	an	‘almost	seeking	for	

a	no	piano,	towards	the	(im)possible	liberation	of	the	musical	performing	body	from	its	instrument’?	

Or	 that	 the	 instrumental	 apparatus	 can,	 in	 a	 way,	 be	 considered	 as	 a	 potential	 detonation	

mechanism	of	itself	as	a	way	for	the	music	bodies	to	escape?		

We	will	gather	the	three	pieces	of	the	trilogy	to	understand	how	this	is	approached	and	made	either	

evident	 or	 implicit	 in	 the	 different	 solos.	 We	 should	 acknowledge	 that	 each	 solo	 unfolds	 an	

idiosyncratic	disruptive	instrumental	apparatus	and	that	they	all	share	an	approach	which	places	

the	 instrument	 at	 the	 centre	 of	 musical	 discussion,	 the	 singularity	 that	 is	 given	 to	 this	 same	

instrumental	environment.	What	is	unique	about	the	trilogy’s	approach	is,	again,	the	fact	that	the	

complex	instrumental	apparatus	and	the	relation	between	all	music	bodies	tend	to	operate	as	an	

empowered	 non-semiotic	 mechanism	 that,	 through	 feedback,	 interference,	 etc.,	 defies	 and	

overwhelms	 the	 organised	 concept	 of	 instrument	 and	 the	 relations	 towards	 it	 to	 the	 ultimate	

consequences.	It	seeks,	therefore,	the	escaping	of	the	bodies	from	themselves	and	towards	each	

other	in	different	ways,	through	disruptive	detonation	mechanisms,	but	always	approaching	these	

mechanisms	as	openings	of	a	new	space	in	between.	The	disruptive	body	is	then,	through	this	space	

in	between,	an	empowered	body	that	resists	the	normalisation	of	all	music	bodies	and	forges	new	

shaping	possibilities.		

However,	the	three	pieces	share	common	features	regarding	the	conception	of	their	instrumental	

apparatus.	The	piano,	as	apparatus,	 is	a	spreading	of	elements	through	the	use	of	amplification,	

props,	 different	 kinds	 of	 piano	 preparations,	 electronics,	 pre-recorded	 audio	 files,	 sound	

installations,	all	together,	in	connection	and	disconnection.	It	is	relevant	to	detect	that	the	tendency	
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for	using	multiple	processes	decreases	throughout	the	three	pieces.	One	reason	this	happens	 is	

that,	throughout	the	unfolding	of	the	three	pieces	of	the	trilogy,	different	bodies	are	brought	to	

the	 foreground	 (as	 previously	 referred),	 in	 a	 clear	 movement	 that	 goes	 from	 focusing	 on	 the	

instrumental	body	(TTLG),	then	shifting	the	focus	to	the	relation	between	instrumental	and	music-

making	bodies	(IPD)	and,	at	the	end,	bringing	to	the	spotlight	the	music-making	body	as	listening	

body	(LTO).	The	relevance	of	the	instrument	is	successively	decreasing	in	each	piece	towards	the	

referred	urge	of	a	no	piano.	In	the	last	piece,	listening:	the	open,	and	since	the	instrumental	bodies	

are	not	in	the	foreground,	the	use	of	props,	preparations	inside	the	piano	and	extended	techniques	

inside	the	piano	are	mostly	suppressed,	and	the	overwhelming	character	of	the	disruptive	body	of	

music	 is	 transferred,	 above	 all,	 towards	 the	 listening	music-making	 body	 and	 the	 possibility	 of	

becoming	 otherness,	 artifice,	 instrument.	 This	 non-semiotic	 saturation	 is	 then	mostly	 explored	

through	the	music-making	body,	a	process	that	at	the	end	required	working	with	a	dancer	(Luiz	L.	

Antunes)	to	assist	with	movement.	

Mostly,	 the	sound-related	decisions	are	 intended	to	sharpen,	overwhelm	the	senses,	as	 it	 is	 the	

case	of	the	use	of	amplification	of	the	piano	in	order	to	put	in	high	resolution	what	in	an	acoustic	

environment	would	happen	 in	a	 small	 scale.	Amplifying	 the	piano	 is	 therefore	a	 tool	 for	 scaling	

details	and	 to	overwhelm	perception	expectations.	 It	 is	also	a	useful	 tool	when	 it	 comes	 to	 the	

successful	 employment	 of	 the	 piano	 with	 electronics	 or	 pre-recorded	 audio	 files,	 as	 is,	 in	 this	

context,	 the	 case.	But,	 in	 the	end,	along	with	all	other	 sound	 resolutions,	one	can	come	 to	 the	

ultimate	 conclusion	 that	 they	 are,	 above	 all,	 consequences	 of	 a	 same	 aesthetic	 decision.	 The	

proposal	for	the	performance	experience	is	not	a	proposal	for	experiencing	the	concrete	bodies	as	

localised,	but	 for	experiencing	a	dimension	of	 the	concrete	that	spreads	all	over,	a	phantasmal,	

spreading	dimension	of	the	concrete.	All	performances,	although	very	connected	to	the	concrete	

experience	of	the	bodies,	have	a	certain	ungraspable	or	intangible	quality	that	is	developed	through	

sound,	performance	and,	crucially,	through	Daniel	C.	N.’s	cinematographic	visual	conception.	

	

3. Resonance:	intangible	instrumental	body	
	
This	instrumental	apparatus	gathers	distances,	brings	divergent	sounds	in	touch	and	branches	out	

its	 supposed	 concrete	 integrity	 as	 an	 inevitable	 spreading	 through.	 In	 this	 logic,	 all	 devices,	

preparations,	 etc.	 are	 potential	 outsider(s)	 belonging	 to	 the	 realm	 of	 the	 instrumental	 body,	

overwhelming	ready-made	conceptions	of	the	instrument	and	opening	for	new	sound	imageries.	

The	different	devices	and	processes	of	instrumental	apparatus	can	thus	produce	different	kinds	and	

levels	of	spacings,	different	kinds	and	levels	of	plasticity,	different	bodies	inside	the	instrumental	

bodies.	 Through	 this	 perspective,	 the	 audio	 compositions	 could	 probably	 be	 considered	 the	

farthest,	the	most	distended,	distorted	or	convoluted	spacings	of	the	piano	towards	itself,	because	

they	are	already	a	no	piano	(and	in	fact	in	all	of	the	trilogy	the	various	audio	compositions	never	

feature	a	piano).	They	are	a	no	piano,	being	a	piano	because	they	have	lost	all	semiotic	content	
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shared	with	a	piano,	but	still	belong	to	the	realm	of	this	particular	piano.	 In	 the	cases	of	sound	

processing,	preparations,	use	of	props	and	so	on,	some	characteristics	of	the	specific	piano	(which	

are	of	course	variable)	are	always	still	there:	ambiguity	is	established	both	through	difference	and	

resemblance	 (keeping	 some	 semiotic	 categories	 of	 piano	 sound	 untouched	 while	 others	 are	

subverted).	Audio	compositions	are	then	probably,	as	sound	imageries	in	the	relations	established	

through	this	particular	piano,	the	farthest	levels	of	abstraction,	a	suspended	reality.		

This	 abstraction,	 as	 inherent	 distance,	 is	 then	 one	 of	 the	 elements	 that	 gives	 the	 concrete	

experience	of	the	bodies	in	performance	a	certain	intangible,	ungraspable	and	illusionary	quality.	

In	this	sense,	audio	recordings	also	fulfil	a	very	 important	role	regarding	the	unfolding	of	music.	

They	subvert	the	logic	of	most	musical	performances,	which	establish	that	musical	space	is	unfolded	

in	 a	 specific	 moment,	 after	 the	musician	 arrives	 on	 stage,	 taking	 the	 position	 for	 playing,	 and	

concentrating.	This	logic	of	tension	and	expectation	towards	a	specific	and	concrete	shift	of	spaces	

is	undermined	in	all	pieces	because	the	musical	space	unfolds	through	the	triggering	of	an	audio	

composition	before	the	music-making	body	arrives	on	stage:	the	experience	does	not	start	from	a	

concrete	situation	towards	progressive	abstraction	of	phantasmal	space,	but	the	other	way	around.	

It	 begins	 through	 the	 farthest	 spacing	 of	 music	 towards	 the	 concrete	 bodies	 (instrumental,	

performing	and	listening	bodies),	proposing	that	the	direction	of	spreading	is	not	unidirectional	and	

that	 it	 can,	 in	 fact,	 be	 multiple	 and	 diverse.	 This	 procedure	 of	 undermining	 reality	 as	 merely	

‘concrete’	is	repeated	through	the	way	all	pieces	of	the	trilogy	end	without	the	‘presence’	of	the	

music-making	body.	Stopping	and	ending	is	a	non-synchronised	action	of	the	body	towards	itself,	

as	if	different	levels	of	the	bodies	can	have	different	times,	resistances,	arrivals.	There	seems	to	be	

always	‘something’	that	continues	after,	beyond	and	even	before	the	concrete	actions	of	the	music-

making	body.	

	

4. Concrete	instrumental	bodies	
	

Adopted	strategy	to	deal	with	the	instrument	as	dispersion	

	
We	will	shift	our	perspective	by	focusing	on	the	concrete	 instrumental	bodies	of	the	apparatus.	

Although	the	importance	of	its	technical	conception	is	relativized	in	this	context,	its	large	scale	and	

complexity	make	it	a	vital	element	of	the	disruptive	body	of	music.		

For	now,	we	will	approach	the	general	features	of	the	instrumental	apparatus	throughout	the	three	

pieces,	and	further	ahead,	in	Cluster	III.,	the	apparatus	of	each	piece	will	be	analysed	in	more	detail.	

In	both	situations,	we	will	divide	the	multiple	layers	of	the	instrument	in	specific	elements.	Isolating	

the	different	elements	might	sound	like	an	artificial	approach,	but	it	will	be	a	useful	one	regarding	

the	feasibility	of	the	task	of	dealing	with	the	multiple	levels	of	instrumental	apparatus.	In	order	to	

understand	to	what	extent	the	specific	unfolding	of	each	piece	is	a	change	of	perspective	regarding	
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previous	 and	 consequent	 approach(es),	 we	 will	 therefore	 focus	 on	 each	 different	 and	 isolated	

element	of	the	apparatus	throughout	the	three	pieces.	

The	dispersion	of	the	different	instrumental	apparatus	of	the	three	pieces	can	be	assembled	and	

described	as	follows:	

1. through	 this	 looking	 glass	 (2010/11)	 prepared	 piano,	 toy	 piano,	 electronics,	
recorded	tape,	mobile	&	props;	

2. In	 Praise	 of	 Disorder	 (2011-	 13)	 semi-prepared	 piano,	 installation	 of	 bells	 and	

sirens,	toy	piano,	noise	boxes	&	recorded	tape;	
3. listening:	the	open	(2016	–	?)	piano,	resonant	metal	plates	installation	&	recorded	

tape;	

Division	 of	 elements	 will	 be	 done	 through	 the	 following	 instrumental	 categories:	 1)	 Piano	

preparations;	 2)	 Props	 and	 small	 instruments;	 3)	 Electronics	 (live	 processing,	 recorded	 tape,	

electronic	independent	gadgets;	4)	Sound	installations	or	installations.		

We	will	start	by	giving	a	general	overview	of	each	concrete	instrumental	layer	in	the	trilogy	and	in	

Cluster	 III.	 we	 will	 proceed	 with	 an	 exhaustive	 inventory,	 bringing	 up	 every	 element	 of	 each	

instrumental	layer.		

	

Piano	preparations	(TTLG,	IPD,	LTO)	

	

fig.5	

	

The	preparations	 of	 the	piano	 can	be	 approached	 as	 intruders	 20,	 as	 objects	 that	 are	 not	 really	

																																																								
20	Intruders	in	a	sense	that	could	be	close	to	Nancy’s	concept	of	the	intruder	(Nancy	2002)	in	this	context.	The	intruder	is	
formulated	through	the	idea	of	organ	transplant.	Nancy’s	experience	of	a	heart	transplant	brings	to	the	foreground	that	
the	grafted	organ	and	intruder,	more	than	destabilizing	a	once	secure	and	stable	self,	puts	in	evidence	its	already	inherent	
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external	to	the	piano,	but	outsider(s)	belonging	to	the	realm	of	this	piano	body.	These	outsider(s)	

as	 insiders	 might	 bring	 a	 certain	 foreignness	 to	 the	 foreground:	 not	 the	 foreignness	 of	 being	

‘outsider’	elements	as	such,	but	an	inherent	foreignness	that	ex-poses	the	existent	vulnerability,	

non-integrity	 or	 non-stability	 of	 a	 normative	 piano.	 This	 foreignness	might	 be	 enhanced	by	 the	

ambiguity	 that	 is	 created	 through	 strategies	 of	 preparation:	 throughout	 the	 three	 pieces	 the	

preparation	 is	always	a	partial	or	 fragmentary,	meaning	that	specific	 registers	are	prepared	and	

others	are	left	unprepared.	The	identity	of	the	piano	sound	is	therefore	not	‘completely’	concealed,	

as	in	Cage’s	sonatas	and	interludes,	for	example.	One	can	say	that	here,	the	identity	of	the	sound	

of	this	piano	sound	is	more	ambiguous	through	the	mixing	of	recognisable	and	non-recognisable,	

well-tempered	and	non-tempered	sounds.	There	is	also	this	tendency	for	the	ambiguous	in	creating	

the	preparations	themselves:	many	of	the	preparations	produce	an	effect	only	on	two	of	the	three	

strings21,	 leaving	 one	 string	 unprepared	 sounding	 along	 with	 the	 prepared	 ones	 as	 a	 way	 of	

producing	a	complex	and	rich	timbre	composed	of	tempered	and	non-tempered	sounds.	Regarding	

preparation,	 there	 is	 then	a	clear	 tendency	 for	using	 this	ambiguity	of	sounds	 through	different	

strategies.		

It	is	then	significant	to	observe	that	in	the	instrumental	description	TTLG	uses	the	designation	of	

prepared	piano,	IPD	the	designation	of	semi-prepared	piano	and	LTO	exclusively	indicates	the	use	

of	piano.	On	the	one	hand,	this	is	a	sign	of	the	decreasing	preponderance	of	the	instrumental	body	

as	a	disruption	inducer	in	each	piece	(as	we’ve	seen	above).	On	the	other,	and	connected	to	the	

previous	idea,	it	has	to	do	with	the	type	of	preparations	used	in	each	of	the	pieces:	TTLG	uses	a	

fixed	preparation,	based	on	screws,	rivets,	little	wooden	clamps,	and	blue	tack,	placed	before	the	

performance	and	remaining	 ‘untouched’	until	 the	end;	 IPD	uses	a	mobile	preparation,	based	on	

magnets	with	different	sizes	and	shapes	and	paper	sheets	that	are	placed,	displaced	and	replaced	

in	 different	 ways	 before	 and	 during	 the	 performance.	 LTO,	 in	 turn,	 does	 not	 use	 any	 inside	

preparations	of	 the	piano.	However,	 the	metal	 plates	 installation	used	 as	 resonant	 and	 friction	

spaces	of	the	piano	(as	we	will	see	further	on)	can	be	eventually	regarded	as	a	remote	preparation,	

or	a	preparation	from	a	distance.		

																																																								
instability	and	non-integrity.	What	the	grafted	organ	puts	in	evidence	for	Nancy	is	that	the	intruder	is	finally	in	the	self:	
In	me	there	is	the	intrus,	and	I	become	foreign	to	myself	(Nancy	2002,	9).	
	
21	In	the	middle	and	high	register	of	the	piano,	each	key	percutes	three	correspondent	and	‘unison’	strings	(the	timbre	
of	each	note	is	composed	by	the	three	strings	vibrating	together).	If	only	two	of	these	three	strings	are	prepared,	this	
means	that	one	string	is	left	open	to	vibrate	in	its	entire	length,	etc.	This	string	(if	the	piano	is	tuned	as	‘usual’)	is	then	a	
tempered	sound	that	will	resonate	together	with	the	non-tempered	sounds	produced	by	the	prepared	strings.	
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fig.6	

	

Props	and	small	instruments	(TTLG,	IPD,	LTO)	

	
Props	 and	 small	 instruments	 can	be	also	 approached	as	 intruders	 22;	 not	objects	 that	 are	 really	

external	to	the	piano,	but	outsider(s)	belonging	to	the	realm	of	this	piano	body.	The	use	of	these	

elements	 also	 decreases	 throughout	 the	 unfolding	 of	 the	 trilogy.	 The	 list	 of	 props	 in	 TTLG	 is	

overwhelmingly	long	and	diverse,	in	IPD	it	is	still	quite	large	but	smaller	than	in	TTLG,	and	in	LTO	

there	are	no	props	or	instruments	inside	the	piano	at	all.	 In	Cluster	III.	a	strategy	of	listing	small	

instruments	and	props	referring	to	their	placing	inside/outside	the	piano	will	be	adopted	so	that	

the	placing	can	already	hint	at	interactions	that	will	take	place	between	music	bodies	(instrumental,	

music-making/performing,	listening	bodies).		

Electronics		

	
Electronics	 are	used	 in	 the	 three	pieces	 through	 four	different	means:	 amplification,	 live	 sound	

processing	of	the	piano,	triggering	of	audio	compositions	made	in	the	studio,	and	interactions	with	

electronic	sound	gadgets.	They	are	all	manipulated	by	me	in	the	performance	situation	(except	for	

amplification	and	a	few	audio	files	that	are	triggered	by	the	sound	technician).		

My	relationship	with	electronics	is	ambiguous	and	paradoxical.	On	the	one	hand,	I	am	interested	in	

the	possibilities	that	it	opens	up,	and	on	the	other,	a	digital	relationship	with	sound	is	something	I	

offer	great	resistance	to,	something	 I	have	to	struggle	with.	After	different	attempts	at	working	

with	Max/MSP	(Cycling	’74),	I	understood	that	it	did	not	fit	my	way	of	thinking	and	approaching	

																																																								
22		See	note	20.		
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music:	it	did	not	suit	my	sound	and	performance	purposes	of	creating	a	more	direct,	material	and	

sensorial	relation	to	sound.	For	this	reason,	and	also	for	the	directness	of	the	aesthetic	of	the	rock	

and	sonic	experimental	sound	approaches,	I	started	exploring	the	possibility	of	electronic	devices	

such	as	effect	pedals	(for	e-guitar	and	bass)	on	the	piano.	I	started	these	experimentations	with	

Powertrio	in	2007/08,	and	later	I	proceeded	with	a	more	exhaustive	approach	for	TTLG	in	2009/10.	

Back	then	this	was	something	rarely	seen	or	heard	and	had	a	particular	subversiveness,	making	the	

sacred	aura	of	the	piano	sound	tremble.	Eduardo	Raon,	the	harpist	in	Powertrio,	was	already	using	

this	kind	of	devices	in	the	harp	and	he,	along	with	Ângelo	Lourenço	(Powertrio’s	and	TTLG’s	sound	

technician),	helped	me	make	decisions	such	as	the	choice	of	pedals	and	equipment.	With	the	two	

of	them	I	also	began	to	learn	how	to	deal	with	the	practical	issues	raised	by	these	‘new’	musical	

tools.		

As	 to	 studio	assemblages	or	 compositions,	 they	play	very	 important	and	diverse	 roles	 (some	of	

them	mentioned	in	the	previous	chapters	and	others	mentioned	further	on)	and	are	usually	done	

in	the	last	phase	of	the	composition	process	of	the	solos.	Most	of	them	are	a	result	of	exhaustive	

sound	experimentation	and	research	with	different	materials,	resistances,	resonances,	etc.,	which	

are	 recorded	and	gathered	 in	different	 sound	collections	 (a	 collection	of	 related	 sound	events).	

These	 sound	 collections	 brought	 together	 will	 then	 constitute	 the	 sound	 corpus	 of	 these	

compositions	or	assemblages.	

In	this	process	each	chosen/performed	sound	is	submitted	to	multiple	recordings,	something	that	

implies	several	variations	 in	 instrument/object	manipulations	or	different	recording	approaches.	

They	are	then	collected	and	catalogued	as	concrete	sound	material	 to	be	used	 in	the	upcoming	

composition	 process.	 The	 aesthetics	 of	 these	 audio	 compositions	 patently	 aims	 for	 a	 plastic	

character	of	sound:	it	does	not	aim	for	a	raw	nor	for	a	real	sound	ideal,	although	it	works	with	the	

real	and	the	raw.	 It	usually	requires	a	creative	work	of	shaping	and	production	on	the	recorded	

sounds.	The	composition	process	is	a	time-consuming	and	detail-oriented	process	of	editing	and	

assembling	these	elements	through	an	audio	editing	software	(Logic	Pro	or	Pro	Tools).	When	the	

process	 of	 assemblage/composition	 is	 over,	 Eduardo	 Raon’s	 mixing	 process	 begins,	 something	

which	will	require	a	rigorous	and	intense	back-and-forth	exchange	of	ideas.	It	is	important	to	refer	

that	audio	compositions	of	a	same	solo	often	share	traces	of	sound	events	among	them.	It	is	also	

significant	to	mention	the	presence	of	a	recorded	voice	as	a	corpus	that	will	be	transversal	to	all	

pieces	of	the	trilogy.	Also,	there	will	be	two	specific	situations	in	TTLG	and	IPD	where	the	triggered	

audio	files	are,	contrarily	to	what	has	been	referred,	rough	and	unproduced	field	recordings.	

Last	but	not	least,	these	audio	compositions	are	conceived	for	different	kinds	of	interactions:	either	

played	together	with	the	piano	or	instruments	on	stage,	played	alone,	or	both.	And	here	they	can	

have	other	functions	besides	the	musical,	such	as	introducing	the	pieces	and	helping	make	changes	

in	 the	 instrumental	 set	 or	 apparatus	 (moving	 props,	 changing	 electronics	 parameters,	 moving	

performance	placing	or	position,	etc.),	without	making	these	actions	evident	to	the	audience.	
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Regarding	electronics	procedures,	the	third	possibility	used	besides	sound	processing	and	the	using	

of	audio	compositions	is	the	interaction	with	specific	small	electronic	sound	devices,	such	as	e-bows	

or	noise	boxes.		

Sound	Installations		

	
The	 idea	of	 installation	brought	 to	 the	 stage	 is,	 again,	 transversal	 to	 all	 the	 three	pieces	of	 the	

trilogy.	 Installations	 are	 what	 puts	 in	 crisis	 notions	 of	 inside	 and	 outside	 of	 the	 instrumental	

apparatus	the	most,	they	are	what	establishes	the	outside	as	an	inside	of	the	piano.	Each	of	the	

three	 installations	 establishes	 different	 engagements,	 connections	 and	 disconnections,	

performance	 interactions,	 etc.,	 to	 all	 other	music	bodies.	Moving	 against	 the	decreasing	use	of	

electronics	pedals	and	gadgets	and	the	decreasing	use	of	props,	the	installations’	magnitude	and	

sophistication	increase	throughout	the	three	solos.		

	

	

VIRTUOSITY	

	

A	step	further	towards	another	notion	of	virtuosity:	virtuosity	
(through	the	concepts	of	autoimmunity	and	transduction)	

	
1. Bringing	the	narratives	of	autoimmunity	and	immunity	to	the	concept	of	virtuosity	

	

With	time,	I	have	been	acknowledging	my	body	as	having	a	high	potential	for	disruption:	as	Barthes’	

beating	body,	 it	 is	 a	body	 that	does	not	 stay	 in	place,	 unsteady,	 unquiet,	 constantly	defying	 its	

physical	 stability	 or	 integrity	 through	 disruptive	 events.	 A	 disruptive	 body	 does	 not	 let	 you	 go	

quietly	 and	 passively	 through	 life;	 rather,	 it	 demands	 a	 continuous	 active	 engagement	 and	

alertness.	Living	as	a	disruptive	body	leaves	you	few	options:	you	can	quit	and	let	yourself	fall	apart	

through	 life,	 overwhelmed	 by	 this	 otherness,	 feeling	 victimised;	 you	 can	 fight	 against	 it,	 doing	

whatever	you	can	to	bring	it	together	as	a	whole,	integer	and	stable	body,	but	still	getting	frustrated	

every	time	it	does	not	correspond	to	your	normalised	expectations;	or	you	can	take	a	more	creative	

and	demanding	route:	you	deconstruct	your	self	through	disruption,	 listening	and,	paradoxically,	

within	the	same	motion,	you	pull	your	body	together	as	another	meaningful	body,	each	time,	again	

and	again.	That	is:	you	acknowledge	yourself	from	the	start	as	a	constant	but	unpredictable	process	

of	making-body.		

That	virtuosity	is	approached	through	this	paradox	is	then	a	formulation	that	resonates	with	my	

experience	and	reflection	as	a	disruptive	body,	 living,	creating,	performing,	researching	and,	my	
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ultimate	experience	of	this	paradox:	the	experience	of	a	chronic	autoimmune	disease23.	Bringing	

autoimmunity	to	our	context	will	not	imply	bringing	another	theme	into	our	discussion,	but	bringing	

our	discussion	and	subject	of	disruptive	body	to	its	ultimate	consequences:	we	will	try	to	formulate	

and	understand	how	the	 relation	between	 the	organised	 realm	and	 the	disruptive	 realm	of	 the	

body	can	be	regarded,	in	a	way,	as	a	process	of	autoimmunity	and	how	autoimmunity	itself,	as	a	

realm	and	a	concept,	can	help	us	 finding	other	 interesting	conceptions	and	relations	as	 tools	 to	

think	a	concept	of	virtuosity	further.	That	virtuosity	is	thought	through	this	perspective	of	illness	is	

not	just	a	mad	or	morbid	decision,	but	a	decision	which	does	not	put	the	vulnerability	of	the	body	

and	music	aside,	or	as	a	bypass	of	the	concept,	but	which	puts	vulnerability	at	the	heart	of	an	idea	

of	 music	 as	 body	 expression	 instead.	 We	 will	 then	 also	 understand	 how	 the	 conceptions	 of	

autoimmunity	as	ungraspable	illness	might	open	not	just	for	the	negative	and	terrifying,	but	also	

for	thinking	the	relations	between	organised	and	unorganised	levels,	which	might	be	at	stake	in	

every	realm	and	situation.		

	

Autoimmunity	–	Deconstructing	the	fictions	of	illness	and	a	terrible	future	to	come	(Andrews	2011)	

is	 a	 very	atypical	 thesis	by	Alice	 S.	Andrews	 that	 I	 found	extremely	 fruitful	 and	 relevant	 for	my	

research	and	which	constitutes	a	very	daring,	creative,	challenging	and	multidisciplinary	exercise	

around	the	concept	and	experience	of	autoimmunity.	From	the	perspective	of	her	sickbed,	Andrews	

brings	to	the	ultimate	consequences	a	thorough	and	obstinate	reflection	on	this	multidimensional	

subject.	The	problematic	the	author	brings	to	the	foreground	can	be	formulated	as	follows:	how	to	

deal	with	and	seek	comfort	from	the	pain	and	traumatic	experience	of	an	autoimmune	disease?	

And	how	to	do	it	in	a	way	which	is	not	that	of	a	‘dishonest	fiction’,	a	fiction	that	erases	otherness	in	

a	self	by	erasing	the	complexity	of	the	problematic	of	autoimmunity	itself?		

	

	

2. ‘Classic’	paradigms	of	autoimmunity	and	immunity		
	

Autoimmunity	is	(..)	generally	described	as	an	illness	that	affects	the	‘self,’	the	self	as	an	‘autos’	that	is	at	once	

biological,	 psychological,	 political	 and	 philosophical.	 (…)	 Autoimmune	 disease	 refers	 to	 a	 seemingly	 ‘self-

inflicted’	physiological	illness	where	a	body’s	immune	defences	–	that	supposedly	protect	an	organism	from	

harm	–	 turns	on	and	against	 its	own	constitutive	elements	 to	paradoxically,	and	suicidally	destroy	 its	 self	

through	the	very	act	of	defending	its	self	(Andrews	2011,	6).	

	

In	a	complex	analysis	of	biological,	philosophical,	psychological,	system	theory,	science	fiction	and	

bio-political	 contexts,	 Andrews	 guides	 us	 through	 a	 thorough	 deconstruction	 of	 our	 Western	

modern	 narratives	 of	 autoimmunity.	 Deriving	 from	 multiple	 contexts,	 these	 main	 modern	

narratives	are	presented	as	based	on	two	specific	assumptions	or	ontologies:	one,	the	stability	and	

																																																								
23	Triggered	for	the	first	time	before	the	creative	process	of	Listening	|	the	open.		
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wholeness	of	the	self	as	a	sovereign	Self	(in	the	same	logic	presented	in	our	context	as	the	logic	of	

erasing	the	other	or	the	otherness	of	the	self);	and	two,	an	immunity	paradigm	based	in	a	logic	of	

war	and	of	attack-defence,	where	immunity	represents	self-defence	from	the	attack	of	the	other.		

immunity	 offers	 a	 peculiar	 hybrid	 of	 military,	 political,	 and	 biological	 thinking	 that	 ‘naturally’	

negates	 the	distinctions	between	 these	 realms.	Rendering	biological	 immunity	 as	 an	organism’s	

active	 process	 of	 defense,	 scientific	 medicine	 deftly	 fuses	 bellicose	 ideology	 (which	 sees	

environmental	 challenge	 as	 a	 hostile	 attack)	 with	 a	 political	 notion	 of	 legal	 exemption	 (which	

nevertheless	affirms	the	law’s	universal	applicability)	(Cohen	in	Andrews	2011,	8).	

Autoimmunity	is	then,	through	these	assumptions,	approached	in	this	logic	of	combat	and	attack:	

through	 a	mechanism	 that	 remains	 unknown,	 the	 immune	 system	 (which	 is	 supposed	 to	 fight	

disease	as	a	foreign	element),	identifies	constitutive	elements	of	a	body	as	intruders	and	triggers	a	

defence	 response	 against	 them.	 The	 activated	defence	mechanism	 towards	 itself	 represents	 an	

attack	on	itself	and	therefore	a	disruption	of	a	once	assumed	wholeness	and	stability.		

From	our	previous	analysis	of	virtuosity	ideals,	we	concluded	that	all	of	them	were	based	in	this	

logic	of	duality	and	combat	where	the	self	is	always	in	opposition	to	otherness.	We	can	undoubtedly	

trace	a	parallel	to	this	main	narrative	of	immunity,	where	immunity	marks	the	exclusion	of	the	self	

from	the	other,	the	separation	of	the	citizen	from	the	obligations	of	society,	the	conservation	of	the	

safe	and	sound	(Andrews	2011,	31).	We	can	probably	claim	that	each	virtuosity	ideal	constructs	a	

certain	immunisation	paradigm.	

	

	

3. Virtuosity	ideals	as	‘classical’	immunisation	paradigms	
	
Following	the	conclusions	of	chapter	II	(Dissections	of)	in	Cluster	I.	–	whose	aim	was	to	find	out	how	

virtuosity	in	different	times	and	style	approaches	dealt	with	the	disruptive	realm	of	the	body	–	we	

will	perform	a	short	exercise	to	find	out	how	these	various	ways	of	dealing	with	the	disruptive	body	

(pointed	in	chapter	II)	can	be	regarded	as	different	immunisation	paradigms.	This	exercise	will	then	

seek	to	identify	what	was	considered	otherness,	and	was	therefore	‘attacked’,	domesticated	and	

erased	from	what	was	acknowledged	as	an	ideal	expressivity	of	the	music-making	body	(even	when	

the	ideal	is	of	non-expressivity).	

	

We	could	argue	that	the	organised	body	of	the	Romantic,	identifying	the	unorganised	level	of	the	

body	as	an	intruder	to	the	self,	develops	an	immunity	defence	against	it,	‘attacking’	and	suppressing	

it	 through	 discipline.	 In	 turn,	 this	 Romantic	 organisation	 of	 the	 body	 is	 compatible	 with	 the	

acknowledgement	of	subjectivity	as	expressivity	of	the	bodies:	organisation	feeds	subjectivity	and	

acts	as	a	 resonator	 for	 it.	 In	 the	structuralist	and	 ‘werktreue’	paradigms,	 the	body	continues	 to	

develop	immune	defences	against	the	unorganised	level	of	the	body	(which	is	again	regarded	as	

the	intruder	or	the	stranger),	but	here	it	develops	a	further	reactivity	to	subjectivity:	it	immunises	

itself	against	it,	developing	and	creating	another	defence	strategy	–	an	ideal	of	objectivity.		
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The	complexity	and	new	complexity	paradigms	disrupt	the	logic	of	a	complete	immunisation	against	

the	otherness	or	the	unorganised	body.	But	the	logic	of	dichotomy	of	Self	and	otherness	and	the	

strategy	of	attack	or	combat	remains:	the	injection	of	the	overcomplex	score	(overcomplex	semiotic	

input)	from	the	outside24	functions	as	an	injection	of	an	excessive	amount	of	a	reactive	element	in	

the	organised	body	–	as	attack.	It	pursues	(from	the	perspective	of	the	composer,	with	the	consent	

of	the	performer)	the	non-defensibility	of	the	once	secure	and	integer	self,	since	it	is	conceived	as	

an	attack	from	which	the	performer	cannot	be	fully	defended,	from	which	the	performer	cannot	

leave	 as	 a	 whole,	 stable	 self.	 Through	 this	 excessive	 attack,	 otherness	 will	 be	 then	 inevitably	

exposed,	and	revealed	in	a	logic	where	a	subject	can	be	objectified.	

	On	 the	 other	 extreme,	 we	 have	 John	 Cage’s	 indeterminacy,	 and	 many	 North	 American	

experimental	approaches	which	acknowledge	an	aesthetic	of	refusal	of	virtuosity.	This	refusal	 is	

then	 an	 immunisation	against	 the	 self	 or	 the	 organised	 body,	 against	 intentionality,	 subjective	

expression	and	control.	In	this	aesthetic	the	self/otherness	duality	is	inverted,	and	it	is	the	self	who	

is	 taken	 as	 an	 intruder	 and	 ‘attacked’,	 suppressed:	 every	 attempt	 at	 self-expression	 should	 be	

erased.	

These	immunisation	paradigms	seem	then	to	fit	into	a	logic	of	duality	self/other,	attack/defence,	

control/out	of	control	and	into	a	logic	of	the	mainstream	narratives	of	autoimmunity	where	self	

and	otherness	tend	to	exclude	themselves	mutually.	

	

	 	

4. Deconstructing	autoimmune	narratives	I	–	Network	theory	
	

However,	Andrews	shows	us	that	the	narratives	based	on	a	wholeness	of	the	Self,	on	duality	and	

on	a	linear	logic	of	attack	and	defence	from	the	self	towards	the	other	are	being	deconstructed	and	

made	obsolete	through	various	theories	from	diverse	realms.	In	this	perspective,	Andrews	brings	

up	Niels	Jerne’s	network	theory	(1974),	a	theory	that	puts	the	vulnerability	of	the	self	at	its	core:	

For	 Jerne	 the	 immune	 system	 responds	 not	 to	 an	 invading	 ‘other’	 but	 to	 an	 indefinite	 series	 of	 internal	

differences,	so	that	a	‘self’	does	not	passively	await	a	transgression	of	its	boundaries,	but	is	always	already	

actively	 responding	 to	 ‘its	 own’	 network	 connections	 which	 now	 incorporate	 the	 ‘other’	 within	 its	 ‘self’	

(Andrews	2011,	11).	

For	Niels	Jerne,	the	immune	system	is	then,	from	the	very	beginning,	self-reacting,	incorporating	

the	other	within	 its	 self	and	 reacting	 to	 this	 self	as	an	 incorporation	of	 the	other.	 In	 this	 sense,	

immunity	 is	 also	 autoimmunity:	 there	 is	 no	 real	 strict	 distinction	 or	 border	 between	 these	

processes.	In	Jerne’s	theory	there	seems	to	be no	foreignness	as	such,	for	if	a	substance	were	truly	
foreign	it	would	not	be	recognized	at	all	by	the	immune	system	(idem,	70).	That	immunity	can	also,	

in	a	way,	be	regarded	as	autoimmunity	as	a	result	of	a	system	which	responds	not	to	an	invading	

‘other’	but	to	an	indefinite	series	of	internal	differences	creates	a	necessary	shift	of	perspective	from	
																																																								
24	See	Chapter	Dissecting	the	body	in	Complexity	and	New	complexity	music	approaches	and	(Craenen	2014,	130).	
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a	simplistic	narrative	of	a	stable	self	against	the	other	towards	a	conception	of	an	unstable	self	and	

a	process	where	it	seems	difficult	to	disentangle	and	make	clear	what	is	self	and	other:	the	system	

reacts	to	its	own	incorporation	of	the	other.	Or	perhaps,	in	other	words,	the	reaction	of	a	system	

can	have	more	to	do	with	the	way	its	internal	differences	deal	with	the	other	than	with	the	other	

itself.	A	certain	autoimmunity	seems	to	be	present	in	immunity	and	a	certain	otherness	seems	to	

be	already	present	in	the	self.	

	

5. Deconstructing	autoimmune	narratives	II	–	Derrida’s	concept	of	autoimmunity	
	
Andrews’	 deconstruction	 of	 narratives	 is	 heterogeneous	 and	 complex,	 but	 it	 seems	 to	 have	 an	

element	whose	instability	appears	to	gain	more	stability	than	other	narratives,	namely	its	strong	

relation	to	Derrida’s	‘formulations’	of	autoimmunity	and	his	concept	of	deconstruction.	Derrida’s	

formulation	of	autoimmunity	is	then	overwhelming	in	different	senses:	for	him	the	self	does	not	

exactly	attack	‘itself’,	in	an	internal	process	of	closing	itself	upon	itself,	but	rather	destroys	its	‘own’	

defences,	and	therefore	opens	itself	to	the	other:		

For	Derrida,	autoimmunity	is	“that	strange	behaviour	where	a	living	being,	in	a	quasi-suicidal	fashion,	‘itself’	

works	 to	 destroy	 its	 own	 protection,	 to	 immunize	 itself	 against	 its	 ‘own’	 immunity”	 (2003,	 94	 emph.	

Derrida's).
	
In	this	definition	an	autoimmune	act	does	not	close	the	immune	body	within	a	process	of	excessive	

defense,	rather	it	destroys	a	living	being’s	ability	to	protect	itself	and	opens	it	to	infection	and	contamination	

(Andrews	2011,	14).	

Autoimmunity	 is	 then	 regarded	 in	 a	 logic	 of	 immunity	 to	 immunity,	 a	 double	 immunity	 that	

neutralises	 itself,	 exposing	 the	 self	 as	 open	 and	 vulnerable.	 As	 in	 network	 theory,	 Derrida’s	

conception	of	autoimmunity	incorporates	the	other	in	the	self	and	establishes	this	incorporation	as	

both	a	vulnerability	and	a	necessity	for	survival	and	maintenance	of	life:	the	self	both	needs	and	is	

threatened	by	the	other.	Autoimmunity	is,	in	this	perspective,	not	a	closing	process,	but	one	which	

radically	opens:	for	better	or	for	worse.	Derrida’s	narrative	of	autoimmunity	 is	then,	above	all,	a	

narrative	of	risk.	In	this	perspective,	Andrews	brings	up	Elizabeth	Rottenberg’s	words	(2006)	stating	

that	 autoimmunity	 becomes	 for	 deconstruction	 “a	 protection	 of	 another	 order	 [...a]	 super-

protection	–	a	protection	beyond	self-protection”,	concluding	that	what	autoimmunity	protects	is	

risk,	in	order	to	conserve,	maintain	and	sustain	the	‘promise’	of	the	future,	for	better	or	worse	(idem,	

85).	

For	Derrida,	the	disruptive,	excessive	immunity	of	the	autoimmunity	event	necessarily	brings	along	

a	 trauma	 and	 a	 terror	 that	 are	 not	 related	 to	 a	 present	 or	 to	 an	 anticipated	 future,	 but	 to	 an	

undecidability	of	what	he	calls	a	future	to	come.	And	this	is	because	autoimmunity	is	said	to	bring	

within	it	the	potential	or	the	promise	of	‘the	worst’,	a	worst	that	stays	beyond	the	thinkable,	beyond	
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all	knowledge:	

The	future	“to	come”	is	therefore	not, according	to	Derrida,	the	future	anterior,	a	future	(futur)	that	
can	be	anticipated	and	named	and	immunized	against	in	advance,	it	is	a	future	to	come	(à	venir)	

that	disrupts	and	presents	itself	as	a	threat	to	the	boundaries	of	each	and	every	one:	 

‘The	future	[à	venir]	can	only	be	anticipated	in	the	form	of	an	absolute	danger.	It	is	that	which	breaks	

absolutely	 with	 constituted	 normality	 and	 can	 only	 be	 proclaimed,	 presented,	 as	 a	 sort	 of	

monstrosity.	For	that	future	world	[...]	for	that	which	guides	our	future	anterior,	there	is	as	yet	no	

exergue’	(1976,	5	emph.	Derrida's)	(idem,	35).	

This	trauma	and	fear	of	a	future	to	come	bring	along	an	extreme	risk	of	paralysis,	the	risk	of	a	total,	

and	absolute	eradication.	This	trauma	and	fear	needs,	therefore,	a	response	from	the	system	but	

brings	 with	 itself	 the	 paradox	 of	 an	 undecidable	 decision	 –	 it	 necessitates	 ‘the	 event	 of	 the	

interruptive	decision’	(Derrida	in	Andrews	2011,	14).	It	is	an	undecidable	decision	because,	affected	

by	the	other,	it	remains	unknown,	unpredictable	for	better	or	for	worst:	it	always	risks	on	both	sides,	

death	and	life	on	both	sides,	cure	and	vulnerability	on	both	sides.	Terror	is	inevitably	ubiquitous:	

both	in	the	insecurity	and	the	assumed	security	of	the	autos:	an	autoimmune	closure	names	a	terror	

of	totalising	self-destructive	paralysis,	and	an	autoimmune	opening	that	admits	the	other	that	 is	

apprehended	to	threaten	worse	(Andrews	2011,30).	It	is	a	paradox	where	it	is	impossible	to	make	a	

decision	that	is	not	itself	another	paradox.		

The	 autoimmunity	 event	 implies,	 therefore,	 a	 necessity	 to	 negotiate,	 as	 Andrews	 says:	 I	 must	

negotiate	with	the	situation	where	an	ill	is	within	‘me,’	this	is	nonnegotiable	(idem,	20).	

But	Derrida	warns:	 the	 absolute	 sovereign	decision	 that	 is	willing	 to	 ignore	 the	paradox	of	 this	

undecidability	and	the	insecurity	of	the	terms	can	be	considered	a	dishonest	fiction	that	carries	in	

itself	a	non-responsibility	and	possibly	the	greatest	violence.	 Ignoring,	suppressing	or	repressing	

the	other	does	not	erase	the	paradox,	does	not	take	the	risk	away,	already	constituting	a	decision	

with	consequences,	as	it	were.	Response,	as	responsibility,	can	only	mean	for	Derrida	the	necessity	

of	passively	receiving	the	trace	of	the	other	in	the	‘unity’	of	the	self,	that	is,	being	open	to	suffering	

the	effects	of	the	other	(idem,	122),	something	which	might	be	impossible	in	an	absolutely	immune,	

absolutely	organised	and	absolutely	sovereign	Self.		

For	Derrida	it	is	then	not	a	matter	of	rejecting	sovereignty,	because	decisions	nevertheless	need	to	

be	 made,	 but	 it	 is	 about	 exposing	 absolute	 sovereignty	 as	 a	 ‘dishonest	 fiction’	 (for	 loosing	

connection	 with	 the	 alterity	 of	 the	 paradox	 and	 for	 erasing	 the	 other,	 not	 acknowledging	 this	

erasing	as	a	decision).	But	again,	rejecting	absolute	sovereignty	does	not	mean	for	Derrida	rejecting	

any	kind	of	sovereignty:	
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This	is	why	a	certain	sovereignty	is	irreducible	for	Derrida:	a	sovereignty	(which	is	not	an	absolute	indivisible	

sovereignty)	presents	itself	as	the	greatest	of	forces	amongst	other	forces.	To	challenge	this	sovereignty	one	

must	 harness	 a	 force	 that	 exceeds	 and	 combats	 an	 other:	 “The	 choice	 is	 not	 between	 sovereignty	 and	

nonsovereignty	but	among	several	forms	of	partings,	partitions,	divisions”	(Derrida	2009,	76).	The	coming	of	

an	affirmation	that	is	never	secure,	produces	divisions	as	much	as	it	disturbs	them,	and	the	decision	between	

them	is	always	undecidable	–	for	better	or	worse	(idem,	214).	

	

6. Not	ignoring	the	undecidability	of	the	paradox	as	listening	
	

We	have	made	an	apology	of	 the	disruptive	 throughout	this	dissertation,	 for	 it	 is	 this	disruptive	

realm	that	has	been	constantly	erased,	as	otherness,	suppressed	from	our	musical	narratives,	from	

our	music	bodies,	performances	and	behaviours.	We	have	 therefore	been	 focusing	on	 trying	 to	

capture	 this	 disruptive	 experience.	 But	 the	 question	 of	 how	 this	 disruptiveness	 relates	 the	

organised	self,	of	how	the	body	creates	a	musical	decision,	of	how	it	can	pull	together	in	a	non-

absolute-sovereign	way,	 in	a	way	 that	does	not	preliminarily	erase	 the	other	 from	paradox,	has	

remained	 only	 superficially	 explored.	 Because	 it	 is	 clear	 that	 disruption	 cannot,	 by	 any	means,	

create	anything	on	its	own:	disruption	by	itself	can	only	‘create’	entropy.	And	it	might	also	be	clear	

that	taking	the	undecidability	of	the	autoimmune	event	and	its	inherent	struggle	for	sovereignty	as	

a	drive	to	power,	which	transfers,	translates,	displaces	and	divides	the	sovereign	force,	as	a	crucial	

feature	for	thinking	virtuosity,	might	bring	us	back	to	the	fact	that	one	can	never	know	what	a	body	

can	do	and	to	the	acknowledgment	that	the	movement	of	pulling	together	might	be	then	more	

than	 an	 absolute	 sovereign	 gesture,	 as	 a	 reproduction	 of	 a	 stereotyped	 gesture	 based	 on	 an	

assumed	 social,	 temporal	 and	 aesthetic	 morality	 imposed	 on	 the	 body	 (a	 gesture	 which	 loses	

connection	to	paradox	).	In	this	sense,	there	might	be	different	conceptions	on	what	the	movement	

of	pulling	together	can	be:	and	in	our	case,	it	would	then	mean	going	beyond	the	irreversibility	of	

the	 absolute	 sovereign	 gesture	 and	 beyond	mimesis	 based	 on	moral	 or	 social	 imposition,	 and	

shaping	another	 idea	 of	pulling	 together,	 one	 that	 can	 create	 an	 array	 of	multiple	 and	 diverse	

possibilities	of	making-body.		

Not	ignoring	the	paradox	and	acknowledging	the	terror	inherent	to	undecidability	might	be	then	

no	more	than	what	we	have	been	trying	to	formulate	as	listening.		

But	 how	 does	 the	 body	 relate	 to	 the	 kinetic	 potential	 of	 the	 disruptive	 autoimmune	 and	

undecidable	moment	of	listening?	How	does	it	create	out	of	this	liminality	and	insecurity	of	minimal	

oscillation?	 How	 does	 it	 keep	 the	 ‘connection’	 to	 the	 paradox?	 But,	 because	 the	 disruptive	

undecidable	moment	requires	nevertheless	a	decision	and	expression	that	are	inevitably	risking,	

how	does	the	body	decide?	
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(and,	again,	it	will	never	be	possible	to	answer	the	undecidable	paradox	but	it	might	be	possible	to	

go	further	through	the	paradox).	

	

7. undecidability	as	a	‘quantum	mode’	that	can	take	various	forms/modes/levels	
	

In	order	to	go	further,	it	might	be	meaningful	to	bring	up	Massumi’s	formulation	of	autonomy	of	

affect	once	more.	Massumi	 relates	 Derrida’s	 deconstructive	moment	 of	 undecidability	with	 his	

statement	 that	 each	 individual	 or	 collective	 human	 level	 can	 be	 regarded	 as	 having	 a	 peculiar	

‘quantum	mode’	(Massumi	2002,	37).	Again,	this	has	to	do	with	our	subject	of	the	disruptive	level	

of	 the	 body	 that	 has	 been	 brought	 through	 different	 but,	 for	 our	 context,	 complementary	

perspectives:	 resonance	as	 self-reflection	by	Nancy,	 leading	 to	an	 idea	of	 autophony	 in	 Szendy,	

Paxton’s	small	dance,	Craenen’s	body	as	zero	point,	and	Massumi’s	‘quantum	mode’	and	our	idea	

in	process	of	a	body	 listening	or	a	body	as	listening.	Massumi,	warning	that	using	the	concept	of	

quantum	outside	the	context	of	quantum	mechanics	should	not	be	regarded	as	a	metaphor,	argues	

that	this	quantum	indeterminacy	can	be	found	in	all	levels	of	reality,	taking	different	and	singular	

modes	and	forms	of	undecidability	in	each	of	them.	According	to	Massumi	this	is	possible	exactly	

because	affect	is	autonomous	and	can	feed	back	and	forward	all	realms,	levels	of	reality,	including	

higher	functions	in	the	brain:	these	modes	are	fed	back	and	fed	forward	into	one	another,	echoes	

of	each	other	one	and	all	(Massumi	2002,	37).	

Bringing	this	idea	of	autoimmunity	and	the	deconstruction	of	a	self	as	divisions	in	partitions	and	

forces	 together	 with	 Massumi’s	 idea	 of	 a	 ‘quantum	 mode’	 which	 can	 take	 various	 singular	

undecidable	modes	or	forms25	at	different	levels	might	bring	us	a	little	step	further	in	imagining	or	

conceiving	possibilities	for	other	music	bodies	and	music.		

We	can	come	to	an	image	of	music	as	a	body	as	its	outsider(s)	with	a	complex	array	of	levels,	drives,	

semiotic	organisations	that	through	 intensity	are	engaging	with	one	another,	contaminating	one	

another,	spreading,	feeding	one	another,	subverting	one	another,	conflicting	one	another,	fusing,	

transforming	one	another,	intensifying	or	dampening	one	another,	and	endless	other	possibilities…	

	

	

	

																																																								
25	It	rises	through	the	fractal	bifurcations	leading	to	and	between	each	of	the	superposed	levels	of	reality.	On	each	level,	
it	appears	in	a	unique	mode	to	that	level.	(…)	On	the	biological	level,	it	is	the	margin	of	undecidability	accompanying	every	
perception,	which	is	one	with	a	perception’s	transmissibility	from	one	sense	to	another.	On	the	human	level	it	is	that	same	
undecidability	fed	forward	into	thought,	as	evidenced	in	the	deconstructability	of	every	structure	of	ideas	(as	expressed,	
for	example,	in	Gödel’s	incompleteness	theorem	and	Derrida’s	‘différance’).	(…)	various	forms	of	undecidability	in	logical	
and	signifying	systems	are	joined	by	emotion	on	the	psychological	level,	resistance	on	the	political	level,	the	specter	of	
crisis	haunting	capitalist	economies,	and	so	forth.	These	modes	are	fed	back	and	fed	forward	into	one	another,	echoes	of	
each	other	one	and	all.	(Massumi	2002,	37)	
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8. Reconstructive	movement	inscribed	right	at	the	deconstructive	movement		
	

But	again,	towards	our	issue	of	pulling	together	we	could	perhaps	go	a	bit	further	in	bringing	the	

idea	of	Simondon’s	transduction	together	with	Derrida’s	idea	that	the	coming	of	an	affirmation	that	

is	 never	 secure	 produces	 divisions	 as	 much	 as	 it	 disturbs	 them.	 Bringing	 the	 concepts	 of	

autoimmunity	and	transduction	together	might	help	us	continue	to	find	out	what	we	want	to	bring	

up	as	a	certain	sovereignty	or	a	certain	pulling	together	in	the	case	of	this	music.		

In	her	analysis	of	narratives,	Andrews	makes	a	strict	connection	between	Derrida’s	deconstructive	

perspective	on	autoimmunity	and	the	reconstructive	perspective	of	system	theories,	namely	Varela	

and	 Maturana’s	 conception	 of	 autopoiesis	 and	 autopoietic	 systems26	 Without	 incurring	 on	 a	

detailed	analysis,	I	would	like	nevertheless	to	bring	up	an	important	element:	Andrews	argues	that	

rather	than	complementing	themselves,	reconstructive	movement	of	autopoietic	systems	can	be	

said	to	be	already	inscribed	in	the	deconstructive	movement	of	Derrida’s	autoimmunity	and	vice-

versa:		

But	I	would	argue	that	it	is	precisely	possible	to	inscribe	the	reconstruction	of	deconstruction,	or	systems	theory	‘itself’	

right	within	 the	deconstructive	movement.	This	possibility	can	be	seen	most	clearly	when	we	employ	 the	 language	of	

autoimmunity.	It	is	this	“reconstruction”	that	can	comfort	the	insecurity	that	can	become	endemic	to	deconstruction	as	

well	as	 increasingly	 terrifying	 for	 the	 sick	 subject	who	suffers	biologically,	psychically	and	suicidally	 through	a	certain	

‘autoimmunity	(Andrews	2011,	127).		

The	author	argues	further	that	this	reconstructive	comfort	is	not	foreign	to	the	deconstructive	act,	

it	is,	rather,	inscribed	right	within	it	(idem,	128).	

	

9. Transduction	(reconstruction)	vs.	deconstruction	–	the	body	suspended	in	
vaccillation	–	fluctuatio	animi	

	
The	brief	exercise	I	would	like	to	make	is	then	taking	as	a	reconstructive	process,	not	the	autopoietic	

processes	in	particular,	but	the	already	approached	concept	of	transduction.	‘Transduction’	refers	

to	 a	 dynamic	 operation	 by	which	 energy	 is	 actualised,	moving	 from	one	 state	 to	 the	 next,	 in	 a	

process	 that	 individuates	 new	 materialities	 (Assis,	 2018,	 138).	 As	 a	 process,	 its	 formulation	 is	

focused	more	on	the	mechanism	of	construction	or	reconstruction	of	new	individuations	than	on	

deconstruction,	although	the	very	‘act’	of	deconstruction	might	be	inscribed	right	in	the	process	of	

construction:	a	structural	germ	carrying	a	singularity	provokes	disruption	(as	deconstruction)	on	

the	metastable	system	(with	an	actual	and	potential	levels)	which	then	leads	to	the	actualisation	

into	 a	 new	 individuation	 as	 a	 new	 metastable	 system	 (with	 actual	 and	 potential	 levels).	

																																																								
26	An	autopoietic	system	is	a	system	that	can	both	maintain,	produce	and	creatively	re-produce	itself.	It	is	able	to	do	so	
because	such	a	system	permits	itself	to	be	both	open	and	closed	at	the	same	time	–	remaining	operationally	closed,	but	
structurally	open	to	its	environment,	and	thus	re-	presenting	the	paradox	of	alterity.	(Andrews	2011,	103).	
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Actualisation	is	therefore	never	confined	to	this	reduction	process,	but	always	bringing	to	this	same	

event	 the	 creation	 of	 the	 new	 and	 the	 unexpected:	 a	 paradoxical	 relation	 between	 virtual	 and	

actual,	 through	 the	 deconstructive	movement	 imposed	 by	 a	 singularity	 of	 a	 structural	 germ	 is	

transduced	or	actualised	in	another,	new,	paradoxical	relation	between	actual	and	virtual.27	

On	the	other	hand,	 in	Derrida’s	deconstructive	autoimmunity,	 the	system,	 in	destroying	 its	own	

protection,	to	immunise	itself	against	its	‘own’	immunity,	opens	itself	for	the	other	and	risks.	This	

inherent	 terror	 and	 risk	 are	 then	 regarded	 as	 the	 only	 possibility	 which	 allows	 reconstruction.	

Without	any	degree	of	deconstruction	or	autoimmunity	and	its	 inherent	risk,	which	permits	this	

opening,	reconstruction	is	rendered	impossible	and	the	paralysis	and	succumbing	of	the	system	in	

question	is	taken	for	granted.		

Transduction	could	be	then	seen	as	a	reconstruction	process	that	is	inherent	to	the	deconstruction	

process	 of	 autoimmunity,	 and	 deconstruction	 can	 be	 regarded	 as	 the	 deconstructive	 process	

inherent	to	the	transduction	process.		

Continuing	 to	 bring	 together	 the	 concepts	 of	 autoimmunity	 and	 transduction,	 we	 will	 try	 to	

understand	 how	 transduction	 can	 relate	 to	 Derrida’s	 undecidability	 (an	 undecidability	 that,	

according	 to	Massumi,	 can	 take	 different	 forms	 at	 different	 levels)	 and	 proceed	 further	 in	 our	

questioning	of	how	we	can	produce	a	decision	and	a	body-music	expression	of	another	order	and	

think	virtuosity	beyond	the	dual	paradigm.	

Regarding	 transduction,	 Assis	 brings	 to	 the	 foreground	 the	 fact	 that	 living	 organisms	 as	

individuations	are	not	only	a	result	of	actualisation	(as	a	solution	or	resolution)	of	the	transductive	

process,	but	they	also	evolve	with	and	within	processes	of	decision-making-processes	whereby	the	

resolution	‘is	not	a	solution,	but	a	decision’	(Stiegler	in	Assis	2018,	154).	Decision	or	pro-active	action	

taken	in	a	realm	of	uncertainty,	paradox	and	doubt	is	then	said	to	unleash	a	special	type	of	structural	

germ	 (Assis)	 that	 Simondon	 refers	 to	with	 a	 term	 of	 Spinozean	 lineage,	 fluctuatio	 animi.	 “This	

condition	of	the	mind	arising	from	two	conflicting	emotions	 is	called	 ‘vacillation,’	 [Lat.	 fluctuatio	

animi]	which	 is	 therefore	 related	 to	emotion	as	doubt	 is	 related	 to	 imagination,	and	 there	 is	no	

difference	between	vacillation	and	doubt	except	in	respect	of	intensity”	(Spinoza	in	Assis	2018,	154).	

Fluctuatio	 animi	 as	 vacillation	 can	 then	 be	 regarded	 as	 being	 in	 resonance	 with	 Derrida’s	

undecidability	 and	 our	 subject	 of	 quantum	mode	 and	 liminal	 self-perception.	 That	 this	 level	 of	

undecidability,	inherent	to	the	act	of	decision	making,	can	be	related	to	this	subject	of	quantum	

mode	and	liminal	‘self-perception’,	is	then,	for	Massumi,	a	consequence	of	autonomy	as	feature	of	

affect.	This	autonomy	(of	affect)	is	again	the	condition	in	which	higher	functions	are	said	to	feed	

back	and	forth.	

	

Simondon	brings	up	decision-making	as	a	vital	need	for	survival,	and	as	in	Derrida,	decision	making	

is	not	merely	happening	on	a	bi-dimensional	level	between	elements	of	a	same	instance,	but	on	

many	scales	and	levels	simultaneously	and	paradoxically.	The	fluctuatio	animi	that	precedes	any	

resolute	action	is	not	a	hesitation	between	different	objects	or	different	paths,	but	rather	between	

																																																								
27	On	transduction,	see	Cluster	I.	,	Chapter	III.,		4.	
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a	changing	collection	of	 incompatible	 sets,	nearly	 identical	but	 still	disparate.	Before	acting,	 the	

subject	is	suspended	between	diverse	worlds,	diverse	orders;	his	action	is	a	discovery	of	the	meaning	

of	this	fundamental	disparity,	of	the	reason	why	the	particles	of	every	set	join	together	in	a	richer,	

more	far-reaching	set,	gaining	a	new	dimension	(Simondon	in	Assis	2018,	154).		

That	the	subject	(as	metastable	subject)	is	suspended	in	vacillation	between	diverse	incompatible	

divisions	is	however	emphasised	mainly	as	a	positive	and	creative	perspective,	where	the	action	

that	will	 follow	 this	 suspended	mode	will	 stay	 in	 connection	with	 this	 fundamental	 disparity	 or	

paradox	as	to	produce	a	far	richer,	wider	or	encompassing	new	dimension.	This	positive	perspective	

does	not	bring	to	the	foreground	the	violence	that	might	be	inherent	to	the	disruptive	event	of	a	

structural	germ	carrying	a	singularity.	At	the	heart	of	the	concept	of	metastability	lies	nevertheless	

a	certain	violence,	since	vulnerability,	unquietness	and	disruption	are,	inevitably,	features	of	any	

metastable	system.	On	the	other	hand,	Derrida	focuses	on	negativity,	terror	and	the	overwhelming	

risk	of	undecidability,	but	he	also	emphasizes	that	this	risk	must	nevertheless	be	regarded	as	an	

absolutely	necessary	condition	for	rendering	life	possible.	

In	the	end,	what	these	processes	also	tell	us	is	that	at	the	heart	of	each	concept	of	undecidability,	

fluctuatio	animi,	vacillation,	quantum	mode,	a	level	of	indeterminacy	remains,	a	level	which	is	both	

interior	and	exterior	to	the	body.	This	simultaneously	paradoxical	and	non-paradoxical	combination	

of	perspectives	can	be	regarded	as	highly	meaningful	in	our	context	of	virtuosity.28		

	

Besides	 acknowledging	 that	both	processes	 could	be	 regarded	as	 inscribed	within	 another,	 it	 is	

important	 to	 bring	 to	 the	 foreground	 that	 both	 contribute	 to	 a	 perspective	 that	 puts	 this	

undecidability	at	the	heart	of	body	expression	and	concept	of	virtuosity.	They	both	open	to	a	wider	

range	of	possibilities	that	are	not	constrained	in	the	duality	of	Self	and	other	and	for	a	wide	range	

of	potentialities,	divisions,	forces	among	many	forces,	drives,	realms….	What	is	also	important	is	

that	they	also	forge	a	logic	that	is	closer	to	conceiving	disruption	and	its	inherent	violence	as	system	

perturbation	and	as	non-intentional	event	inherent	to	this	system,	than	to	a	linear	idea	of	disruption	

as	attack,	in	a	logic	of	war,	duality	and	attack	versus	defence,	something	that	might	be	present	in	

each	virtuosity	ideal	we	discussed	earlier,	in	chapter	II	of	Cluster	I.	

	

	

	

	

																																																								
28	Instead	of	‘transduction’,	it	might	be	interesting	to	take	as	a	reconstructive	process	Szendy’s	idea	of	‘interpretation’	
based	on	Nietzsche’s	idea	of	‘interpretation’	and	will	to	power.	Derrida’s	idea	of	autoimmunity	that	what	might	be	at	
stake	is	not	a	matter	of	opposition	of	sovereignty	and	non-sovereignty	but	the	struggle	for	sovereignty	as	a	drive	to	power,	
which	transfers,	translates,	displaces	and	divides	the	sovereign	force	28	(Andrews	2011,	213)	is	in	resonance	with	both	
referred	Nietzschean	concepts:	
The	will	to	power	interprets	(it	is	a	question	of	interpretation	when	an	organ	is	constructed):	it	defines	limits,	determines	
degrees,	variations	of	power…	in	fact	interpretation	is	itself	a	means	of	becoming	a	master	of	something.	(The	organic	
process	constantly	presupposes	interpretation)	(Nietzsche	in	Szendy	2016,	169).	
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fig.7	

	

	

	

	

10. Towards	an	autoimmune	notion	of	virtuosity:	virtuosity	
	

All	these	features	are	highly	important	for	our	notion	of	virtuosity	and	its	idea	that	the	body	does	

not	need	Craenen’s	mentioned	injection	from	the	outside29	in	order	to	be,	itself,	the	injection	from	

outside.	In	this	new	notion	of	virtuosity,	we	should	therefore	state	that:	1)	the	body	is	not	an	integer	

stable	entity	that	might	be	transformed	into	a	non-integer	and	unstable	entity	through	an	attack:	

as	a	metastable	system	itself,	the	body	is	a	continuous	producer	of	intermittent	perturbations,	it	is	

already,	 from	 the	 beginning,	 unstable	 and	 non-integer.	 For	 this	 reason,	 it	 does	 not	 need	 to	 be	

‘attacked’	from	an	outside	in	order	to	make	its	disruptive	level	and	non-linearity	‘resound’	because	

‘this	 outside’	 is	 already	 intrinsic	 to	 it.	 Being	 an	 outsider(s),	 it	 can	 then	 seek	 for	 other	 kinds	 of	

engagements	 and	 ‘communication’	with	other	outsider(s)	2)	different	concepts	of	virtuosity	are	

mechanisms	producing	different	types	immunisations	and	disparate	kinds	of	body	violence;	3)	the	

violence	that	we	are	willing	to	explore	has	to	do	with	the	terror	of	this	level	of	undecidability:	it	is	

an	 intangible	 violence	which	 has	 no	 name,	 no	 face	 and	 no	 contours	 and	 which	 is	 beyond	 the	

simplistic	 concept	 of	 violence	 as	 attack/defence	 and	 closer	 to	 an	 idea	 of	 system	 perturbation.	

Nevertheless,	it	is	a	violence	that	can	be	extreme	and	that	cannot	be	erased	from	the	inevitable	

paradox	 of	 what	 is	 a	 body	 listening;	 4)	 this	 violence,	 as	 inherent	 risk,	 is	 what	 makes	 possible	

conceiving	the	music	bodies	in	their	relation	towards	themselves	and	as	openings	for	new	musical	

expressions;		

	

But	bringing	 this	 inherent	 violence	as	undecidability	 to	our	notion	of	 virtuosity	 is	 itself	 another	

insurmountable	 paradox.	 It	 brings	 to	 the	 foreground	 the	 overall	 impossibility	 of	 choosing	 non-

violence:	 the	 overall	 impossibility	 of	 finding	 a	 non-violent	 ideal	 of	 virtuosity	 and	 the	 overall	

impossibility	 of	 refusing	 virtuosity	 as	 a	 non-violent	 decision.	 Virtuosity	 becomes	 its	 own	

impossibility,	its	own	implosion,	an	autoimmune	concept	itself:	virtuosity.	

																																																								
29	(Craenen	2014,	130)	again:	see	Chapter	II.	3	
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Listening	as	not	ignoring	the	paradox	and	acknowledging	the	terror	inherent	to	undecidability,	‘is’	

the	open.	But	between	listening	and	the	open	there	still	is	an	unbridgeable	gap.		

	

Listening	|	the	open	

	

Virtuosity	as	listening	|	the	open	is	vacillation,	oscillation,	death	and	life.	

This	vacillation,	as	resonant	paradoxical	self-reflection,	is	then	an	unbridgeable	gap	resounding	the	

impossibility	of	acknowledging	what	a	body	can	do.		

	

virtuosity	is	then	engaging	with	

as	unbridgeable	gap	

	

or	

	

virtuosity	is	then	an	unbridgeable	gap	

resounding	

	

	

	

	

	

	

	

11. Autoimmune	Coda		
	

The	‘palpable’	effects	of	autoimmunity	refer	me	again	and	again	to	the	effects	of	this	uncertainty,	

confirming	that	the	more	I	learn,	the	less	I	know	–	but	confirming	too	that	the	less	I	know	the	more	

I	am	open	to	the	possibility	of	responding	differently	to	the	archives	of	illness	(Andrews	2011,	87).	

These	autoimmunity	narratives	bring	vulnerability	to	the	heart	of	our	question	of	virtuosity	in	a	way	

that	 there	 is	 no	 real	 dichotomy	 between	 illness	 and	 stability	 but	 a	 gradual	 process	 where	

vulnerability	 as	 imponderable	 oscillation	 belongs	 to	 the	 bodies.	 And	 in	 order	 to	 embrace	 this	

perspective	both	for	the	body	and	for	the	music,	a	most	creative	and	multi-dimensional	perspective	

is	needed.	A	new	idea	of	virtuosity	grounded	on	this	vulnerability	as	creative	potential	might	be	an	

idea	to	retain.	These	different	narratives	could	then	help	us	find	different	ways	to	think,	create,	

deal	and	decide	through	different	situations.	There	seems	to	be	no	way	for	finding	one	alternative,	

one	theory	that	can	enlighten	our	way	with	an	answer.	And	this	is	also	why	I’ve	chosen	to	make	an	

approach	 through	 different	 authors	 to	 similar	 or	 touching	 subjects.	 The	 unbridgeable	 gap	 in	

between	them	will	then,	at	the	end,	possibly	resonate	louder.	
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That	virtuosity	can	only	be	thought	through	this	paradox	and	from	this	undecidable	and	vacillation	

perspective	could	be	highlighted	through	Andrews	again:	nearly	at	the	end	of	her	deconstruction	

process	 of	 narratives	 around	 autoimmunity,	 Andrews	 who,	 among	 these	 narratives	 chose	 to	

analyse	Geoff	Ryman’s	utopian	or	dystopian	book	The	Child	Garden,	brings	up	the	last	words	of	the	

main	character,	Milena,	as	an	overwhelming	outcome:	

If	we	make	a	new	framework,	we	imprison	our	children	in	it.	We	have	always	fought	to	escape	the	

Consensus	and	have	always	done	its	will.	We	fight	and	obey	with	one	motion	(Ryman	in	Andrews	

2011,	217).	

And	this	might	be	a	crucial	idea:	

Virtuosity	 as	 motion	 in	 opposite	 directions	 simultaneously:	 obeying	 and	 destroying	 Romantic	

subjectivity,	obeying	and	destroying	complexity	perspectives,	obeying	and	destroying	objectivity,	

etc,	etc…falling	apart	and	pulling	together	in	many	ways,	deconstructing	and	transducing:	listening,	

opening.	But	always	keeping	connection	to	the	body	as	a	terrifying	resounding	paradox:	that	which	

permits	the	transduction	of	new	possibilities	of	what	a	body	can	do:		

	
You	deconstruct	your	self	through	disruption,	listening	and	paradoxically	within	the	same	motion	

you	pull	your	body	together	as	another	meaningful	body	(away	from	normalized	stereotypes),	each	

time	again,	or:	you	assume	yourself	from	the	start	as	a	constant	but	non-linear	and	unpredictable	

process	of	making-body.		
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fig.8	

CLUSTER	III	
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fig.9	

through	this	looking	glass	
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through	this	looking	glass	
(prepared	piano,	toy	piano,	electronics,	mobile	&	props)	

I.	
13.	mini(cre)atures	for	robert	schumann

	(ENG)	

	

1. …drink	me.	

2. it’s	the	sound	of	them	beating	like	stars	

on	the	doors	

3. delight	and	terror	

4. glocken…spiel	

5. your	majesty,	the	queen	OFF	(your	head)	

6. as	to	poetry,	you	know…	

7. …and	listening	only	to	the	rising	sounds	

8. and	i	listen:	

near	to	the	wild	heart	

9. it	means	just	what	i	choose	it	to	mean	–	neither	more	nor	less.	

10. eat	me?	

11. …terror	is	delight	
12. kind	L.	im	einschlummern	(child	L.	falling	asleep)	

13. however,	says	a	poet	

	

II.	
freedom	means	little.	what	I	desire	still	has	no	name		(ENG)

	
1. turn	out	your	toes	as	you	walk	–	and	remember	who	you	are!	

2. which	dreamed	it?	

3. looking	glass	creatures	

4. and	i	listen:	its	the	sound	of	them		

5. i	bring	a	powder	that	could	gild	eternity	itself	

6. near	to	the	wild	heart	
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BODY	OF	MUSIC	AS	ITS	OUTSIDERS	
	
Attachments	

	
TTLG	(folder),	containing:	

1)	the	film	through	this	looking	glass	(2010);		

2)	the	booklet	of	the	DVD/CD	through	this	looking	glass	(released	by	Blinker,	Marke	für	Rezentes,	

2010);	

	

	
fig.10	

	

I. Work	as	engagement	with	other	works/ideas:	outlining	a	constellation	
of	affects		

	
1. Engagement	with	Schumann’s	Kinderszenen	op.15,	Carroll’s	Alice	imagery,	Lispector’s	
Near	to	the	wild	heart,	etc…	
	

We	have	already	called	the	relation	between	13	mini(cre)atures	for	Robert	Schumann	(the	first	part	

of	TTLG)	and	Schumann’s	Kinderszenen	op.15	into	this	context,	numerous	times.	But,	in	fact,	this	is	

only	one	of	multiple	engagements	that	spread	throughout	the	process:	the	engagement	between	

13	 mini(cre)atures	 and	 Kinderszenen	 is	 not	 just	 explored	 in	 itself,	 but	 in	 relation	 with	 diverse	

imageries.	The	obvious	one,	which	gives	the	title	to	this	‘solo’,	 is	Carroll’s	 imagery	of	Alice	(both	

Through	 the	 looking-glass	 and	 Alice	 in	 Wonderland).	 Carroll’s	 imagery	 was,	 at	 first,	 just	 one	

engagement	 among	many	others,	brought	 to	 the	work	 space.	But	 through	 the	unfolding	of	 the	

process	of	composition,	it	seemed	that	its	importance	suddenly	inflated,	spacing	and	embracing	all	

other	references	with	it:	it	was	somehow	as	if	the	magic	potion	–	evoked	by	the	title	of	the	first	

piece,	drink	me	–	really	had	an	effective	power,	inflating	the	intensity	of	this	imagery	on	the	music.	

Brought	 together	 with	 Kinderszenen,	 both	 these	 imageries	 (Schumann’s	 and	 Carroll’s)	 had	

particular	 common	 features	 and	 spaces	 of	 reflection	 that	 I	 wanted	 to	 explore.	 But	 it	 is	 also	

important	to	emphasize,	again,	that	these	engagements	were	affective	relations	that	could	not	be	

explained	rationally	at	the	time.	A	causal	relation	was	not	established	from	the	beginning,	although	

these	affective	and	unconscious	relations	were	crucial	in	the	shaping	process	of	the	concrete	piece.	

Through	 ‘being	 in	 the	 creative	 process’	 and	 also	 through	 the	 distance	 towards	 this	 process,	

concrete	 rational	 relations	 began	 to	 be	 established,	 relations	 that	 would	 then	 open	 for	 new	

concrete	spaces	of	reflection.	
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The	first	to	mention	is	the	relation	between	adulthood	and	childhood,	as	both	a	critic	and	a	creative	

space.	Both	imageries	(Kinderszenen	and	Alice)	explore	this	space	as	a	complex	array	of	relations,	

sensations	and	types	of	logic.	And	this	space	of	relations	is	not	that	of	pure	detachment,	that	of	

establishing	a	strict	dichotomy	between	childhood	and	adulthood,	maintaining	a	safety	distance	

between	one	and	 the	other.	Much	 the	opposite,	 it	 is	a	 space	of	 relation	which	does	not	confer	

stability	to	adulthood:	it	is,	in	both	cases,	a	destabilizing	engaging	space,	that	calls	into	question	

the	 certainties	 and	what	 has	 been	 established	 as	 norm	 through	 adulthood.	 Another	 important	

characteristic	of	the	way	this	space	is	approached	by	Carroll	 is	the	absence	of	a	moral	judgment	

and	the	extreme	challenge	it	presents	towards	the	logic	of	sense.	These	were	important	ideas	to	

bring	to	TTLG,	since	the	piece	established,	in	a	way,	a	first	‘grown-up’	independent	step	for	me	(in	

a	professional	sense	as	a	composer	and	a	solo	performer),	and	since	this	step	was	willing	to	call	into	

question	and	challenge	a	moral	speech,	a	hierarchical	structure	and	the	strict	logic	of	dichotomies	

of	 roles,	 procedures	 that	were	 still	 solidified	 in	 the	musical	 (and	 instrumental)	 environments	 in	

which	I	was	immersed.	

The	second	important	aspect	to	mention	is	a	relation	established	between	‘the	creatures’	in	Alice,	

as	 imaginary	 or	 intangible	 creatures	 with	 strange	 behaviours	 and	 unpredictable	 logic	 with	 an	

idea/sensation	that	is	highly	assigned	to	Schumann’s	music,	the	idea	of	fremd.	In	German,	fremd	

means	‘more’	than	foreign	or	unfamiliar,	and	hints	at	a	kind	of	strangeness	which	can	have	a	quite	

intangible	quality.	This	quality	is	commonly	attributed	to	Schumann’s	music	in	general	and	is	made	

explicit	through	the	title	of	Kinderszenen’s	opening	piece	Von	fremden	Ländern	und	Menschen	(Of	

Foreign	 Lands	 and	 People).	 This	 strangeness	 can	 be	 said	 to	 have	 resonances	 in	 a	multitude	 of	

elements	throughout	Schumann’s	music,	but	 it	seems	to	gain	a	certain	concrete	quality	through	

specific	imaginary	musical	figures	(such	as	Florestan	and	Eusebius)1.	These	musical	figures	are	put	

forward	 by	 Schumann	 as	 representing	 different	 characters	 and	 different	musical	 intensities	 (in	

other	 musical	 contexts	 than	 Kinderszenen),	 as	 well	 as	 multiple	 and	 different	 possibilities	 of	 a	

Schumannian	character.	The	relation	between	Alice’s	creatures	and	Schumann’s	imaginary	fremden	

figures	 is	 thus	 brought	 to	 this	 context	 in	 different	 senses:	 first,	 they	 both	 hint	 at	 the	 self	 as	

divergence	through	a	multitude	of	possibilities	and	an	array	of	relations	and	constellations;	second,	

this	 relation	 opened	 a	 space	 not	 for	 thinking	 divergence	 through	 a	 realm	 of	 imaginary	 figures	

outside	the	music	in	relation	with	it,	but	for	thinking	music	as	a	divergence	of	intangible	imaginary	

‘fremden’	creatures	(and	hence	the	reason	for	the	name	13	mini(cre)atures).		

Another	important	aspect	to	mention,	and	which	relates	to	this	last	issue,	is	that	both	Kinderszenen	

and	 Carroll’s	 Through	 the	 Looking-glass	 produce,	 as	 narrative,	 a	 sequential	 presentation	 of	

miniature	episodes,	fragmentary	captures	of	a	specific	relation	and	a	specific	logic	of	performance,	

which,	although	often	overwhelming	for	 its	unpredictable	or	subversive	character	(mostly	 in	the	

																																																								
1	Florestan	and	Eusebius	were	Schumann’s	‘imaginary’	musical	figures,	with	opposite	characters,	and	also	pseudonyms	
under	which	Schumann	signed.	Eusebius	was	conceived	as	a	lyrical,	sensitive	and	contemplative	musical	character,	and	
Florestan	as	an	impetuous	and	fiery	one.	



	

	 141	

case	 of	 Alice’s	 episodes),	 can	 be	 regarded	 as	 a	 well-defined	 topology.	 13	 mini(cre)atures	 also	

unfolds	through	sequential	miniature	episodes	with	different	logics	of	performance.		

Probably	the	last	important	(and	already	mentioned)	feature	to	bring	into	this	context	is	that	music	

seems	to	be	approached	in	Schumann’s	cycle	as	a	specific	space	‘in	between’:	a	‘between	music	

and	poetry’.	This	connection	to	poetry	can	also	be	found	in	Alice’s	imagery	as	an	odd	space:	one	of	

the	 important	 features	of	 ‘the	creatures’	 is	 that	 they	often	appear	 reciting	strange	or	nonsense	

poems,	as	an	important	means	of	expression.	This	idea	of	a	space	between	music	and	poetry	as	

fremd	space	and	the	previous	idea	of	the	self	as	divergence	are	then	trigger	points	for	the	spreading	

towards	other	poems	and	authors,	forging	a	constellation	of	poetic	affects.	All	of	the	miniatures’	

titles	 are	 taken	 from	poems	and	authors	with	whom	 I	 had/have	 special	 affinity	 for,	 and	whose	

intensity	was	for	some	reason	engaging	this	context	(a	procedure	which	was	developed	during	and	

after	the	composing	process).	Again,	composition	was	regarded	as	a	process	of	engagement	with.	

In	this	sense,	a	complex	matrix	of	authors	was	brought	into	this	work	space:	besides	Schumann	and	

Carroll,	 fragments	 by	 Herberto	 Hélder,	 Clarice	 Lispector,	 Alberto	 Caeiro,	 John	 Cage	 and	 Raúl	

Brandão	were	brought	into	the	work	space	and	then	used	as	suggestive	titles.	However,	all	of	these	

relations	 are	 never	 brought	 into	 the	 context	 of	 13	 mini(cre)atures	 for	 robert	 schumann	 as	

references	for	 literal	musical	representation	(they	are	always	poetic	(affective)	engagements).	A	

different	case	is	that	of	the	of	the	13th	miniature,	However,	says	the	poet,	in	which	a	fragment	of	

Cage’s	poem	45’	For	a	Speaker	(Cage	1978,	2009,	171)	is	explicitly	performed.		

The	complex	array	of	relations	and	engagements	in	TTLG	was	continued	and	completed	after	the	

composing	process.	The	second	part	of	TTLG	was	then	entitled	freedom	means	little.	what	i	desire	

still	 has	 no	 name,	 a	 famous	 quote	 from	 Clarice	 Lispector’s	Near	 to	 the	 wild	 heart.	 Lispector’s	

characteristic	overwhelming	intensity	therefore	plays,	in	this	second	part,	a	similar	role	to	that	of	

Schumann’s	 Kinderszenen	 in	 the	 first:	 that	 of	 achieving	 unity	 by	 separation,	 that	 of	 assuming	

divergence	of	fragmentary	diversity	as	a	paradoxical	convergence.	

	

II. Music	as	a	reflection	(in	all	directions)	
	

We	 already	hinted	 at	many	 important	 aspects	 of	 this	 cycle	 of	miniatures	 either	 through	poetic	

constellations	or	through	the	autobiographical	connections	 it	establishes	 (as	relations	that	were	

established	through	specific	life	episodes)	and	as	playing	a	particular	important	role	in	the	impetus	

for	the	whole	process	of	musical	creation	of	this	trilogy.	For	now,	we	will	focus	on	approaching	it	

as	a	specific	array	of	relations	between	music	bodies.	More	than	a	conventional	musical	analysis	

centred	on	musical	semiotics,	we	will	undertake	a	multidimensional	analysis	of	the	body	of	music	

brought	through	the	perspective	of	the	relations	between	all	music	bodies.	

As	 a	 body	 of	music,	 TTLG	 is,	 first	 of	 all,	 a	 relation	 between	 two	 separate	 parts/events/musical	
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experiences:	a	first	complex	part/event,	a	cycle	of	13	miniatures	(fragmentary	unfoldings	of	a	fremd	

imagery	 with	 an	 intimate	 character	 and	 a	 ‘photographical’	 quality);	 and	 a	 second	 complex	

part/event	 as	 a	 detonation,	 unleashing	 or	 spreading	of	 an	 intensity	 that	was	 already	 somehow	

present	in	the	first	part	(with	an	eruptive	but	still	self-contained	implicit	quality).	This	part	will	be	

shaped	in	six	different	events.	

In	the	first	part,	the	music	bodies	discover	themselves	constantly	as	possibilities	for	creating	a	new	

musical	 relation	 through	 each	 fragment	 or	 miniature,	 also	 creating	 an	 abyss	 in	 between	 each	

possibility.	The	second	part,	 in	turn,	explores	not	only	the	new	established	possibilities	of	being	

music	bodies,	but	also	this	abyss	as	a	dimension	of	these	possibilities.	This	part	imposes	an	urgency	

(that	was	again	already	present	in	part	I.	but	self-contained	through	its	short,	condensed	glance-

like	character)	that	is	unleashed	like	a	fuse	spreading	through	diverse	composing	and	performing	

strategies	for	overwhelming.	There	is	an	obvious	difference	between	the	music-making	body	in	the	

first	and	in	the	second	parts:	first	as	an	eruptive	but	self-contained	gesture	and	then	as	an	eruptive,	

unleashed,	 voracious	 and	 tenacious	 assured	 gesture,	 feeding	 a	 singularity	 or	 trigger	 point	 and	

draining	it	until	its	ultimate	consequences.	

TTLG	is	therefore	a	folding	in	two:	the	looking	glass	is	not	just	operating	between	what	one	could	

conceive	as	‘normative	world	of	music’	outside	this	particular	music	and	the	musical	space	of	this	

piece	as	a	potential	‘non-normative	space	of	music’,	but	it	operates	inside	the	piece	bringing	music	

as	reflection	itself	to	the	foreground.	There	seems	to	be	a	musical	image	as	reflection,	an	image	as	

a	complex	reflexive	and	resonating	relation	between.	As	written	in	the	foreword	to	TTLG’s	DVD	in	

2010,	there	seems	to	be	no	symmetry	to	be	found	through	the	reflection	of	this	looking	glass,	this	

looking	glass	is	exposing	the	deepest	chasm	on	this	and	on	the	other	corner.	

		
		

III. Performance	developed	through	two	levels	of	semiotic	actions	
		

It	 is	 important	 to	 acknowledge	 two	 levels	 of	well-defined	 performing	 actions:	 the	 first	 level	 of	

performing	actions	corresponds	to	actions	which	are	usually	regarded	or	visualized	as	‘being	the	

performance’	itself;	the	second	level	of	defined	actions	is	a	level	that	is	implicit	to	the	performance,	

but	which	is	somehow	hidden	from	or	made	ambiguous	to	the	audience.	It	mostly	corresponds	to	

changes	in	the	instrumental	environment	produced	during	the	performance.	For	the	fact	that	it	is	

often	concealed	and	not	explicit	in	TTLG,	this	action	level	could	be	acknowledged,	from	the	point	

of	view	of	the	audience,	as	being	a	non-semiotic	level	that	creates,	through	‘magical’	or	unforeseen	

means,	disruption,	surprise	and	the	unexpected.	But	from	the	point	of	view	of	the	performing	body	

it	consists	on	a	strict	disciplined	action	plan	that	cannot,	at	any	rate,	be	missed.	For	this	reason,	and	

because	we	want	to	distinguish	this	level	of	organised	actions	from	an	out	of	control,	unorganised	

and	disruptive	level	of	the	body,	we	will	call	it	a	second	level	of	semiotic	actions	or	second	level	of	
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actions/performance.	

For	through	this	looking	glass	it	is	important	to	acknowledge	that	in	13	mini(cre)atures	for	robert	

schumann,	 the	 second	 level	of	 actions	 is	mostly	put	 in	practice	between	each	miniature.	These	

actions	are	then	veiled	in	the	stage	version	(through	light	and	video,	as	we	will	see	further	on)	and	

almost	supressed	in	the	film	version.	As	to	freedom	means	little.	what	i	desire	still	has	no	name,	

these	 actions	 are	 more	 owned	 up	 to	 as	 belonging	 to	 the	 performance:	 they	 are	 produced	

simultaneously	with	the	first	 level	of	semiotic	actions	 in	performance	(but	still,	because	of	 their	

relatively	small	amplitude,	these	gestures	are	rendered	ambiguous	on	stage).	Both	stage	and	film	

versions	have	a	significantly	different	approach	in	this	second	part,	explicitly	exposing	the	visual	

noise	and	the	messy	environment	of	cables,	pedals,	props,	headphones,	etc…in	contrast	to	the	first	

part/event.	

This	second	level	of	actions	constitutes	in	itself	a	written	script	that	I	necessarily	memorise	for	the	

performance.	This	script	will	be	referred	to	throughout	the	text	on	the	right	side	of	the	page	with	

an	arrow	(à),	with	short	indications	of	actions	and	changes	in	set-ups,	pedals,	props,	positions,	etc.	

The	 written	 script	 of	 the	 second	 level	 of	 semiotic	 actions,	 together	 with	 the	 schemes	 and	

descriptions	of	the	setting	of	the	instrumental	apparatus	and	some	loose	annotations	of	chords,	

are	then	the	only	written	documents	produced	for	TTLG.	

It	is	also	important	to	refer	that	this	level	of	second	semiotic	actions	attains	(in	the	whole	trilogy)	

its	 highest	 complexity	 in	 through	 this	 looking	 glass,	 gradually	 decreasing	 in	 importance	 and	

complexity	throughout	the	three	pieces.	

	

	

IV. Engagement	with	other	collaborators:	Daniel	Costa	Neves	
	

Since	through	this	looking	glass	was	conceived	both	as	a	film	and	as	a	stage	performance,	we	will	

bring	 up	 for	 a	 brief	 discussion	Daniel	 C.	Neves’	 approach	 both	 to	 the	 film	direction	 and	 to	 the	

staging.	It	is	important	to	acknowledge	that	the	film	was	finished	after	the	piece/performance	was	

globally	 conceived,	 and	 that	 the	 staging	 of	 performance	was	 rethought	 and	 re-conceived	 by	 C.	

Daniel	Neves	after	the	film	production.	
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1. Film	
	

fig.11	

	

Daniel	C.	Neves’	decision	to	do	the	film	in	black	and	white	acknowledges	that	the	visual	information	

produced	by	the	performance	and	music	bodies	has	such	a	complex	and	powerful	potential	that	

colour	can	act	as	an	unproductive	excess,	distracting,	interfering	and	dampening	the	unfolding	of	

the	musical	space.	The	decision	to	compress	colour	(black	and	white)	thus	seems	to	have	been	be	

taken	 in	order	 to	 achieve	 an	opposite	outcome:	 to	 act	 as	 a	perfect,	 boosting	 resonator	 for	 the	

unfolding	of	musical	space.	

In	 this	 black	 and	 white	 approach,	 the	 two	 events	 in	 TTLG	 are	 then	 brought	 through	 opposite	

perspectives:	the	first	 is	characterized	as	a	black	event	with	 liminal	 lighting	and	the	second	as	a	

white	one	exploring	white	light	as	excess.	But	the	difference	in	visual	approach	between	the	first	

and	the	second	event	it	is	not	just	about	colour	or	light:	the	film	direction	and	editing	also	takes	

opposite	strategies	in	each	of	them.	In	the	first,	Daniel	C.	Neves	explores	very	different	types	of	

close	ups	 that	most	often	 tend	 to	escape	 the	global	perception	of	 the	music	bodies	and	of	 the	

performance	situation,	putting	in	perspective	the	micro	scale	of	events.	Bringing	to	the	foreground	

micro	movements	of	the	music	bodies,	often	as	textures,	shades,	reflections,	each	point	of	view	is	

an	ambiguous	fragment	of	a	global	situation.	The	editing	process	is	then	creatively	assembling	this	

complex	array	of	different	micro	perspectives.	In	fact,	it	adopts	the	same	strategy	as	the	music	in	

this	cycle	of	miniatures:	the	fragmentary	shots,	just	like	the	miniatures,	are	a	continuous	shift	of	

perspective	of	the	music	and	the	performance.	Before	the	claimed	impossibility	of	encompassing	

the	 body(ies),	 the	 sudden	 capture	 of	 the	micro,	 as	 visual	 fragment,	 is	 a	 powerful	 strategy	 that	

affords	an	intense	sensorial	experience.		

But	this	strategy	does	not	only	escape	the	global	perception	of	the	bodies:	it	escapes	linear	space	

too.	There	is	no	way	to	define	where	exactly	the	situation	takes	place:	filmed	in	a	black	box,	the	
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space	is	rendered	ambiguous,	every	situation	is	a	taking	shape	 in	the	dark	or	emerging	from	the	

dark	 –	 one	 cannot	 even	perceive	 the	 floor	 or	 linear	 spatial	 relations	 ‘outside’	 the	 performance	

situation:	the	space	is	the	space	of	music	or,	in	other	words,	the	spacing	of	the	music	bodies	through	

their	relations.	Another	 feature	that	adds	to	the	ambiguity	 is	 the	fact	that	the	set-ups	of	props,	

electronics,	performance	techniques	and	performance	site	change	with	each	miniature.	Instead	of	

always	keeping	every	element	in	its	position,	for	each	scene	or	miniature	the	film	only	shows	the	

specific	elements	used	in	it:	the	electrifying	‘chaos’	of	necessary	cables	and	great	array	of	elements	

for	 rendering	possible	 the	performance	 is	not	 acknowledged,	but	 concealed.	Consequently,	 the	

elements	 that	could	act	as	 reference	points,	and	 that	could	perceptually	help	us	defining	 linear	

space,	are	always	changing,	always	emerging	anew.	This	ambiguity	and	suspension	of	linear	space	

is	 then	 reinforced	 by	 the	 continuous	 use	 of	 water	 reflections	 (lighting)	 throughout	 this	 part,	

rendering	this	notion	of	space	a	particularly	plastic,	 illusionary	and	oneiric	character.	This	plastic	

character	is	then	reinforced	by	the	intertitles	presented	between	each	miniature	in	the	film.	

In	 an	 early	 idea	 for	 the	 unfolding	 of	 performance,	 I	 would	manipulate	 a	 few	 little	 objects	 in	 a	

wooden	box	by	my	side	–	as	standing	for	‘affective	scores’	–	before	playing	each	miniature.	This	

idea	 was	 then	 transformed	 by	 Daniel	 C.	 Neves	 into	 a	 more	 interesting	 and	 plastic	 approach:	

manipulated	 interactions	 between	 chosen	 objects	 and	materials	were	 filmed	 in	 order	 to	make	

intertitles	 before	 each	miniature	 in	 the	 film	 (an	 idea	which	 touches	 the	 aesthetic	 of	 the	 silent	

movies).	Neves’	 approach	 to	 these	 intertitles	 is	 in	 resonance	with	 the	musical	 approach	 of	 the	

miniatures	as	an	‘experimental’,	analogue	and	sensorial	approach,	using	various	types	of	concrete	

materials	and	objects	in	‘experimental’	interactions	(the	objects	as	affective	scores;	many	different	

types	of	mirrors,	reflecting	and	curved	surfaces,	deformed	glasses,	a	metal	ball	which	 is	used	as	

prop	inside	the	piano;	water	elements	as	reflections,	soap	bubbles,	water	splashes;	animal	figures;	

my	reflected/deformed	figure	or	shadow;	etc.	).	The	intertitles	seem	to	be	miniatures,	as	prepared	

visual	compositions.	They	reinforce	the	idea	of	a	convoluted	spacing	and	erase	any	possibility	for	

linear	or	concrete	space.		

It	is	important	to	acknowledge	one	crucial	aspect,	namely	the	fact	that	there	was	only	one	camera	

for	 the	 whole	 shooting	 process.	 For	 the	 first	 miniatures’	 event,	 this	 implied	 a	 great	 array	 of	

shootings	from	different	perspectives	and	therefore	a	very	complex	editing	process.	The	process	

went	as	follows:	Daniel	C.	Neves	would	choose	different	perspectives	to	shoot	from	and	I	would	

play	the	miniature	in	question	in	each	perspective	(usually	various	takes	from	a	same	perspective).	

Meanwhile,	 the	music	was	also	being	 recorded	by	sound	 technician	Ângelo	Lourenço.	After	 the	

shooting	and	recording	process	I	kept	all	the	audio	recordings,	listened	to	all	the	takes	and,	for	each	

piece,	I	chose	the	ones	I	wanted	to	keep.	Daniel	C.	Neves	would	then	work	on	editing	the	film	with	

these	audio	takes.	The	mixing	of	the	audio	was	a	parallel	process,	carried	out	by	Eduardo	Raon.	

The	strategy	for	shooting	the	second	event	was	quite	different.	Each	piece	of	this	second	part	was	

not	 filmed	 through	 a	 multitude	 of	 fragmentary	 perspectives,	 but	 through	 a	 small	 number	 of	
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extended	 shots	 that	 bring	 up	 the	 performing	 situation	 in	 a	more	 global	 perspective,	 instead	of	

rendering	it	ambiguous	or	concealed	(again,	this	time,	the	whole	set	up	of	performing	objects	is	

acknowledged	and	put	in	evidence).	This	is	also	done	through	a	different	kind	of	editing	process	

that	 displays	 the	 performance	 situation	 as	 a	 more	 continuous	 experience,	 in	 contrast	 to	 the	

previous	constant	shift	of	perspectives.	This	approach	is,	among	other	things,	a	consequence	of	the	

increasing	amplitude/	magnitude	of	 the	overall	performance	gesture	and	of	 the	 impetuous	and	

spreading	character	of	the	music	performance	in	this	second	part.	

Although	the	strategy	of	close-ups	was	abandoned	in	this	second	part	in	favour	of	a	more	global	

perspective	on	the	performance	and	 its	magnifying	gesture,	 linear	space	 is	rendered	ambiguous	

again.	Through	the	use	of	a	cyclorama,	lighting	and	camera	perspectives,	there	are,	again,	very	little	

spatial	reference	points:	the	performance	situation	seems,	once	more,	to	be	suspended	in	a	white	

space,	out	of	linearity,	nowhere.	Throughout	the	whole	film	the	space	seems	to	unfold,	albeit	very	

differently,	as	this	space	of	music,	conceived	again	as	the	spacing	of	the	music	bodies	and	their	

relations.		

The	film	as	an	artistic	proposal	 is	then	hard	to	define:	 it	 is	not	a	documentary,	nor	 is	 it	a	simple	

register	of	a	performance,	 it	 is	not	a	fiction,	nor	 is	 it	a	parallel	visual	narrative	of	the	music.	But	

mostly	it	is	not	a	film	about.	It	is	a	transversal	proposal,	where	film	and	performance	engage	with,	

becoming	something	else.	

	

2. Staging	
	

fig.12	
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If	the	film	was	a	reflection	on	a	performance	that	was	globally	conceived,	the	performance	after	

the	film	was	again	‘another	reflection	on	the	reflection	of	the	film’.	Daniel	C.	Neves’	visual	approach	

had	such	an	 impacting	effect	on	the	musical	piece,	 that	 it	 inevitably	had	to	spread	to	 the	stage	

direction.	The	visual	concept	of	the	stage	therefore	carried	many	features	of	the	film	approach:	the	

black	and	concealed	ambience	of	the	first	part	is	assured	by	minimum,	liminal	lighting	and	water	

reflex	effects	(done	manually,	by	a	stage	technician,	on	the	side	of	the	stage	with	custom	lighting	

reflectors).	The	engagement	with	the	film	is	also	assured	by	the	projection	of	the	opening	title	and	

the	intertitles	(between	each	miniature)	on	a	black	scrim	in	the	back	of	the	stage.	Besides	fulfilling	

an	aesthetic	purpose,	the	projection	of	intertitles,	together	with	the	near	absence	of	lighting	on	the	

music	bodies,	also	helps	conceal	the	second	level	of	semiotic	actions	(the	many	changes	in	set	up	

that	I	have	to	do	between	each	piece).	Further,	the	black	scrim	(or	black	cloth	in	case	the	theatre	

has	no	scrim)	lends	a	specific	quality	to	the	projection:	absorbing	more	light	than	a	white	surface,	

the	projection	is	not	really	‘exposed’,	nor	does	it	illuminate	the	stage	through	unwanted	reflection	

–	it	is	a	somehow	contained	and	textural	projection	that	helps	establish	the	black	or	dark	character	

of	the	miniatures	episode.	Through	this	dark	ambience,	there	are	however	many	changes	in	lighting	

perspectives	 that	 lend	 the	 performance	 an	 always	 unpredictable	 and	 somewhat	 enchanting	

character.	One	of	these	enchanting	elements	comes	from	lighting	inside	of	the	piano:	in	a	very	dark	

atmosphere,	there	are	moments	when	the	inside	alone	is	lit	and	it	appears	almost	with	the	childlike	

character	of	a	‘magic	glowing	pot	treasure’.	When	the	inside	is	lit,	the	open	lid	automatically	acts	

as	a	mirror:	it	gives	the	audience	the	possibility	of	having	access	to	the	inside.	The	lighting	is	then	

done	through	a	LED	strip	placed	around	the	contours	inside	the	piano	in	a	way	which	is	not	made	

visible	for	the	audience.	The	fact	that	one	does	not	see	the	light	source	resonates	with	the	notion	

of	space	brought	by	the	piece	as	a	spacing	of	the	music	bodies:	it	is	not	a	piano	that	is	illuminated,	

but	a	piano	that	seems	to	illuminate	by	itself.	

The	13th	and	 last	miniature,	However,	 says	a	poet,	 is	an	exception	 in	 the	approach	 towards	 the	

intertitles:	 the	13th	and	 last	 intertitle	 is	 itself	 the	miniature.	The	visual	miniature	consists	of	 the	

shooting	of	my	reflection	in	moving	water,	reading	an	excerpt	of	Cage’s	poem,	with	underwater	

sounds.	The	miniature	is	projected	in	blackout	and,	at	the	end,	when	the	image	fades	away,	the	

underwater	 sounds	 continue	 through	 a	 complete	 blackout	 for	 about	 40	 seconds.	 In	 a	 blackout	

situation	in	the	middle	of	the	performance,	the	experience	of	time	might	be	felt	as	overwhelming.	

Creating	a	disruption	of	the	performance	situation,	this	strategy	overwhelms	the	senses	and	overall	

global	perception,	carrying	a	potential	for	anxiety	or	expectation.	During	this	time,	the	black	scrim	

is	 (invisibly	 and	 silently)	 taken	 away	 through	 machinery.	 The	 blackout	 is	 then	 disruptively	

boycotted:	 the	moment	 I	 start	 to	 play,	 a	 cyclorama,	which	was	 placed	 just	 behind	 the	 scrim	 is	

suddenly	 illuminated	 white,	 something	 which	 causes	 a	 disturbance	 to	 the	 eyes,	 both	 of	 the	

audience’s	and	mine.	The	second	part	begins	in	this	way	abruptly,	as	a	shock.		
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The	silhouettes	of	all	music	bodies,	 including	the	performing	body,	are	exposed	 in	the	backlight	

created	by	cyclorama	behind:	there	is	no	lighting	besides	the	cyclorama.	This	second	part	begins	to	

explore	 and	 expose	 technical	mechanisms	 both	 of	 the	 instrumental	 apparatus	 and	 the	 theatre	

venue:	at	a	certain	point	in	the	performance,	the	cyclorama	and	the	legs	(on	the	off	right	and	off	

left	wings)	are	taken	away	by	machinery	and	the	‘rough’	character	of	the	theatre	space	begins	to	

be	exposed.	But	space	is	not	just	exposed	or	revealed,	it	is	overwhelmed	again	by	extreme	white	

lighting,	so	that	by	the	end	of	the	performance	is	almost	 impossible	to	stare	at	the	stage:	 linear	

space	is	again	rendered	inoperative	through	an	extreme	(audio	and)	visual	experience.	

	

	fig.13	

	

V. Engagement	with	other	collaborators:	Rita	Sá	
	
	
One	of	the	pieces	was	imagined	and	conceived,	from	the	very	beginning,	as	an	interaction	between	

a	studio	composition,	a	performance	on	a	toy	piano	(and	props)	and	the	manipulation	of	a	giant	

mobile	with	different	creatures.	With	this	in	mind,	a	mobile	was	then	conceived	and	designed	by	

Rita	Sá,	a	visual	artist	who	explores	a	wide	and	overwhelming	imagery	of	creatures	and	‘realities’	

in	 her	 work.	 Because	 of	 the	 interactions	 produced	 and	 the	 link	 it	 establishes	 with	 the	 sound	

installations	 of	 other	 solos	 of	 the	 trilogy,	 it	 will	 be	 presented	 further	 ahead,	 in	 Instrumental	

Apparatus.	The	collaboration	with	Rita	is	then	a	very	important	engagement	of	this	piece.	

	



	

	 149	

			

fig.14	

	

VI. Character	construction	and	costume	
	
It	is	important	to	acknowledge	a	‘certain’	character	construction	that	is	produced	mostly	by	the	use	

of	a	specific	costume:	I	am	dressed	in	an	Alice-like	costume,	a	blue	dress,	with	a	sheath	underneath	

(designed	and	manufactured	by	costume	designer	Tânia	Franco)	and	a	teapot	earing	(only	visible	

on	the	film).	Through	the	performance	it	will	become	clear	that	this	is	not,	at	any	rate,	a	narrative	

of	Alice	nor	the	character	of	Alice	being	reproduced,	but	again	a	performance	as	engagement	with	

Alice’s	imagery.		

	

VII. Instrumental	Apparatus	
	

The	 instrumental	 apparatus	 unfolded	 in	 TTLG	 is	 a	 result	 of	 a	 productive	 engagement	 of	many	

disparate	elements,	a	process	that	involved	many	wanderings	through	the	city	of	Cologne	looking	

for	materials,	dreaming	with	materials2.	Although	it	has	many	disparate	features	and	elements,	one	

thing	that	can	stand	out	is	that	the	apparatus	assembles	many	percussion	features	and	techniques.	

																																																								
2	Again,	Bachelard’s	idea	of	dreaming	before	an	object	as	the	possibility	for	developing	specific	kinds	dream	or	oneiric	
organs.	And	again:	engagement	 is	regarded	as	both	a	kind	of	‘communication’	and	as	a	transformative	process	of	the	
bodies:	the	‘engagement’	(in	its	energetic	or	political	sense,	as	you	like)	of	sonorous	bodies	starts	‘here’,	I	am	convinced	
of	this:	‘here’	in	the	formation	of	the	tiniest	deviations	from	organ	to	organ,	in	the	capacity	for	invention	that	works	in	the	
midst	of	the	tiniest	body-to-body-contacts.	Here	where	effective	phantom	limbs	grow	(Szendy	2016,	161).		
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Our	strategy	for	dealing	with	the	complexity	and	dispersion	of	the	instrumental	apparatus	will	be	

in	a	perspective	of	‘linear	space’:		in	order	to	be	able	to	encompass	all	elements,	we	will	approach	

them	 through	 their	 placing	 in	 linear	 space	 in	 the	 performance	 situation,	 a	 perspective	 that	

corresponds	precisely	to	the	point	of	view	of	the	music-making	body	who	is	about	to	interact	with	

all	these	other	music	bodies:	their	placing	 inside,	below,	outside	the	piano	could	already	hint	at	

possibilities	of	relation	or	interaction.	

A	notebook	with	detailed	indications	of	elements	and	instructions	for	the	set-up	of	the	instrumental	

apparatus	 was	 produced	 during	 the	 creative	 process	 (2009/10).	 Along	 with	 photos	 of	 the	

performances,	 the	 processes,	 etc.,	 parts	 of	 this	 notebook	 will	 be	 displayed	 in	 the	 following	

description.	

1. Preparations	
The	preparations	are	made	with	screws,	rivets,	little	wooden	pegs,	very	small	plastic	pegs,	and	blu-

tack	as	described	in	the	following	pictures	and	schemes.3	

	

fig.15	

																																																								
3	The	description	and	schemes	are	written	in	Portuguese.	Basic	translation:	parafusos/screws;	rebites/rivets;	molinhas	
de	madeira/wooden	pegs;	molinhas	de	plástico/	plastic	pegs;	
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	fig.	16	

	

	

	

	

	

	

	

	

	

2. Props	and	small	instruments		
	
We	 will	 start	 by	 referring	 that	 besides	 their	 quantity	 and	 complexity,	 they	 are	 also	 dispersed	

through	various	places	inside/outside	the	piano	and	through	the	stage,	but	not	exposed:	they	only	

emerge	as	visible	and	audible	through	performance	interaction.	

	



	

	 152	

	

fig.17	

	

	

-	Inside	the	piano	

	

We	could	start	by	acknowledging	a	visible	kitting	of	the	piano	from	the	outside:	a	little	(and	built	

for	the	occasion)	chimes	structure	(with	5	chimes)	hanging	on	the	piano	lid	(above	the	pegs,	in	front	

of	the	keyboard).	This	chimes	structure	is	then	one	of	various	different	idiophones	or	chime-like	

small	instruments	that	engage	with	the	piano	throughout	the	piece.	In	the	pegs’	zone	and	in	the	

metal	structure,	both	inside	the	piano	and	in	front	of	the	keyboard,	the	following	items	are	placed:	

a	small/medium	sized	Tibetan	bowl	(chime-like),	a	glockenspiel	with	three	metal	bars	with	very	high	

and	 sinusoid	 sound	 (nano-chimes),	 5	 different	mallets	 (bass	 drum	 (soft)	mallet,	 rubber	 headed	

mallet,	felt	headed	mallet,	and	two	glockenspiel	rubber	headed	mallets).	

	

fig.18	
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A	‘giant’	wind-up	critter4	is	placed	between	the	medium	register	strings	with	its	four	feet	on	the	

soundboard;	two	sets	of	horsehair	are	also	placed	between	specific	strings,	ready	to	be	handled;	in	

electronic	devices	(which	we	will	expand	on	later	on),	two	e-bows,	two	sound	processing	pedals	

and	one	midi	controller	(a	KORG	NANOpad)	are	placed	in	this	zone	of	the	pegs	and	metal	structure	

on	the	front.	Different	strategies	are	used	to	place	the	objects	so	that	unintended	noises	are	not	

created	through	manipulation	(using	black	cloth,	blu-tack,	etc).	

Inside	the	piano,	in	the	back	or	tail	of	the	grand	piano,	are	placed:	a	box	with	two	Chinese	metal	

balls,	another	felt	mallet,	a	brush	and	two	music	boxes.		

-	Below	the	piano	

	
On	the	floor,	close	to	the	pedals,	are	placed	other	electronic	sound	processing	pedals	(that	will	be	

described	next)	and	one	mallet,	whose	purpose	 is	 to	 fixate	 the	sustain	pedal	 (without	 the	 feet)	

whenever	necessary.	Below	the	back	or	tail	of	the	piano	two	other	mallets	are	placed	on	the	floor	

(a	bass	drum	mallet	and	a	 felt	mallet),	another	brush,	and	a	chapchas	of	chacani	 seeds.	On	the	

wood	structure	of	the	soundboard,	again	below	the	back	or	tail	of	the	piano,	a	small	wind-chime	

(with	metal	tubes)	is	hung	with	two	twines.		

	 	

	

fig.19	

	

-	Through	the	stage	

	
Downstage,	on	 the	 floor,	a	 set	of	wind-up	critters	are	placed	–	one	 ‘giant’,	 identical	 to	 the	one	

placed	on	the	inside	of	the	piano	and	five/six	smaller	ones5.	Some	are	winded-up	and	tightened	

with	tape	before	the	performance,	and	others	are	left	‘untouched’	and	without	tape.		

The	toy	piano	is	placed	on	stage	on	the	right	and	on	the	opposite	side	of	the	piano	(since	the	piano	

																																																								
4	All	wind-up	critters/creatures/automats	are	Kikkerland	critters/creatures/automats.		
I	use	the	designation	critters	or	creatures	for	these	toys.	
5	See	previous	note.	
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is	not	really	placed	at	the	centre,	but	more	on	the	left	and	with	the	keyboard	rotating	to	its	right,	

enabling	 visibility	 to	 the	 audience).	 The	 toy	piano	 (like	 all	 the	props	outside	 the	piano),	 is	 kept	

invisible	for	the	whole	performance	except	for	a	specific	moment,	where	all	action	is	centred	on	it.	

It	is	kitted	with	music	boxes	stuck	to	it	and,	on	the	floor,	by	its	side,	a	large	Tibetan	bowl	with	a	

vibrant	bass	sound	and	a	correspondent	mallet	are	placed.		

3. Electronics	
	
Sound	processing	

	
TTLG	is,	among	all	the	pieces	of	the	trilogy,	the	one	which	makes	the	most	intense	use	of	electronics	

through	live	sound	processing,	although	the	set,	per	se,	is	not	extremely	complex.	The	electronics	

set	is	composed	of	different	pedals	connected	to	a	pick-up	placed	on	the	piano	soundboard.	They	

open	up	different	sound	possibilities:	the	Whammy	pedal	opens	the	possibility	of	shifting	the	stable	

pitch	of	the	piano;	a	distortion	pedal	for	bass	(MXR)	with	two	channels	brings	the	possibility	for	

sound	saturation	in	different	registers;	a	delay	pedal	(DD7)	opens	both	the	possibility	for	having	

something	played	 in	different	space-times	and	the	possibility	 for	playing	with	this	space-time	 in	

different	ways.	On	the	other	hand,	the	DD7	has	a	looping	function	and,	besides	the	possibility	of	

producing	loops,	it	comes	with	the	possibility	of	approaching	the	loop	as	feedback.	All	pedals	are	

controlled	by	 foot,	except	 for	 the	DD7	which	 is	placed	 inside	the	piano	and	controlled	by	hand.	

Lastly,	I	also	use	a	volume	pedal	in	order	to	have	the	possibility	to	control	the	volume	of	some	of	

the	 pedals	 by	 foot.	 This	 sound	 processing	 set	 is	 not	 used	 systematically	 throughout	 the	

performance,	but	occasionally	and	always	shifting	sound	processing	possibilities.		

	 	fig.20	



	

	 155	

	

Sound	corpuses	of	studio	compositions		

		

TTLG	has	six	different	studio	compositions:	1)	the	opening	title	(of	the	film	and	performance);	2)	a	

studio	composition	played	together	with	live	performance	in	miniature	2.	(it’s	the	sound	of	them	

beating	 like	 stars	on	 the	doors);	3)	a	 studio	composition	played	 together	with	 live	performance	

(hereafter	SCPTLP)	in	miniature	7.	(…and	listening	only	to	the	rising	sounds);	4)	however,	says	a	poet	

(miniature	13,	independent	studio	composition);	5)	SCPTLP	in	freedom	means	little	3.;	6)	SCPTLP	in	

freedom	means	little	4.	

At	 this	 point,	 we	 will	 not	 focus	 on	 the	 pieces	 themselves,	 but	 on	 the	 concrete	 sound	 corpus	

(collections	of	sounds)	that	were	produced	for	these	compositions,	as	music	bodies	that	belong	to	

the	instrumental	apparatus.		

The	 widest	 sound	 corpus	 throughout	 the	 six	 pieces	 is	 composed	 of	 chime-like	 sounds,	 mostly	

recordings	 of	 the	 little	 chime-like	 instruments	 also	 used	 in	 performance	 (and	 listed	 in	 the	 item	

‘Props	 and	 small	 instruments’	 above).	 This	 corpus	 of	 sounds	 therefore	 produces	 a	 disruptive	

extension	 of	 the	 intruding	 chime-like	 instruments	 used	 in	 performance.	 The	 sounds	 are	 often	

gathered	 through	 juxtaposition	 as	 a	 big	 and	 multi-faceted	 instrument;	 they	 are	 also	 often	

manipulated	through	sound	processing	 in	order	to	achieve	continuous	sounds,	distorted	clouds,	

etc.		

The	 same	 kind	 of	 disruptive	 extension	 unfolds	 through	 another	 sound	 corpus,	 a	 collection	 of	

recordings	of	mechanical	devices	(used	in	the	piece	it’s	the	sound	of	them	beating	like	stars	on	the	

doors).	It	is	composed	of	recordings	of	various	mechanical	clock	mechanisms	–	pendulums,	clock	

bells	and	a	multiplicity	of	mechanical	metronomes	with	different	superposed	times	–	and	it	appears	

as	a	multiplication	and	complexification	of	the	wind-up	mechanisms’	sound	and	of	the	automate	

critters	 manipulated	 on	 stage6.This	 complexification	 of	 sound	 intensifies	 a	 sense	 of	 urgency	

imposed	 by	 the	 performing	 action.	 The	 clock	 is	 a	 clear	 reference	 to	 one	 of	 the	 most	 famous	

elements	of	Alice’s	imagery.7	

The	idea	of	the	self	as	divergence	‘through	different	creatures’	 is	explored	through	the	previous	

collection	of	recordings	of	mechanical	devices	but	also	through	a	corpus	of	voice	recordings,	used	

in	 the	 piece	 freedom	means	 little	 III.	 For	 this	 corpus,	 an	 obstinate	 exercise	 of	 collecting	 every	

sentence	referring	the	word	creature(s)	 in	Carroll’s	Alice	 in	Wonderland	was	made.	The	phrases	

were	then	read	aloud	by	me	and	recorded	as	sound	corpus	 for	 this	same	piece.	The	voice,	as	a	

concrete	 tangibility	of	 the	body,	 can	bring	 the	 idea	of	dispersion	 through	 this	array	of	 concrete	

																																																								

	6	 Besides	 the	 studio	 composition	 with	 these	 sounds,	 the	 action	 of	 these	 automat	 creatures	 in	 performance	 is	 also	
amplified	through	microphones	on	the	downstage.	

7	It	might	suggest,	both	in	Alice’s	context	and	in	TTLG	(as	we	will	see	further	on),	an	urge	and	fall	towards	an	unknown.	
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references	to	different	creatures.	The	first	time	that	the	corpus	of	voice	recordings	is	used	in	TTLG	

is,	however,	in	another	context	(on	the	13th	or	last	miniature)	and	in	a	different	way:	through	the	

recording	of	the	already	mentioned	reading	of	a	fragment	of	Cage’s	45’	for	a	speaker	(something	

that	will	be	approached	later	on).		

Another	corpus	is	that	of	water	sounds,	recorded	and	produced	by	Eduardo	Raon	and	myself,	and	

of	underwater	sounds,	which	were	gathered	through	sound	 libraries	on	the	 internet.	The	water	

sounds	resonate	with	Daniel	C.	N.’s	use	of	water	reflections	and	have	a	subtle	presence	throughout	

the	performance.	As	for	the	underwater	sounds,	they	are	used	in	the	opening	title	(of	the	film	and	

of	the	performance)	and	in	the	last	miniature,	However,	says	the	poet.		

A	corpus	of	sound	which	can	be	described	as	exceptional	(as	having	a	unique	sound	recording)	is	a	

field	recording	of	an	unlikely	duo:	a	nightingale	‘singing	with’	the	‘playing’	of	a	water	wheel.	Because	

it	is	a	field	recording	(unproduced,	and	unmodified),	it	is	an	exception	to	the	other	plastic	studio	

approaches.		

Electronic	devices	

	
As	electronic	devices,	 an	e-bow8	 is	used	 in	 the	piano	 strings,	opening,	 together	with	 the	use	of	

horsehair,	the	possibility	for	making	bowed	and	continuous	sounds.	

Apart	 from	 the	 six	 audio	 compositions	 referred,	 other	 almost	 imperceptible	 audio	 files	 were	

produced	 for	 the	 intertitles	 of	 the	 film	 TTLG.	 Although	 very	 subtle,	 they	 seem	 to	 resonate	 or	

foreshadow	the	unfolding	of	music.	

4. Sound	Installation	
	

Although	there	is	no	actual	sound	installation	in	TTLG,	the	interactions	with	the	mobile	of	different	

creatures	can,	in	a	way,	hint	at	an	idea	of	sound	installation:	it	descends	by	stage	machinery	or	by	

hand	manipulation	 (depending	 on	 the	 venue)	 exactly	 above	 the	 placing	 of	 the	 toy	 piano,	 and	

synchronized	with	the	triggering	of	the	correspondent	studio	composition	freedom	means	little	V.	

The	mobile	is	manipulated	by	me	and	the	simultaneous	triggering	of	the	audio	file	can	create	the	

illusion	that	the	triggered	audio	sound	is	‘produced’	by	the	mobile	in	movement.	Because	of	the	

amplitude	 and	 significance	 of	 the	 mobile	 in	 performance,	 the	 kind	 of	 interactions	 produced	

(explained	further	in	freedom	means	little	6.),	and	the	relation	established	with	other	installations	

in	other	three	pieces,	one	can	possibly	also	acknowledge	it	as	an	installation,	and	as	a	proto	sound	

																																																								
8	The	e-bow,	EBow	or	electronic	bow is	a	battery-powered	electronic	device	for	playing	the	electric	guitar,	but	it	also	
works	on	the	piano	middle	register	strings	(sets	of	three	strings).	The	e-bow	uses	a	pick-up	–	inductive	string	driver	–	
feedback	circuit,	including	a	sensor	coil,	driver	coil,	and	amplifier,	to	induce	forced	string	vibrations.	The	e-bow	is	placed	
on	a	set	of	three	piano	strings	belonging	to	the	same	pitch/note	and	puts	them	in	continuous	vibration,	producing	a	sound	
reminiscent	of	using	a	bow	on	the	strings.	The	e-bow	has	a	little	knob	that	can	activate	either	the	fundamental	pitch	of	
the	string	or	a	higher	harmonic.	
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installation.		

	

fig.21	

through	this	looking	glass	
	

I. 13	mini(cre)atures	for	robert	schumann	
	

TTLG’s	first	part,	the	miniatures’	cycle	13	mini(cre)atures	for	robert	schumann	can	be	regarded	both	

as	 a	 cycle	 of	 poetic	 sound	 studies	 and	 as	 a	 cycle	 of	 studies	 on	 performance	 relations	 and	

possibilities.	The	piano	is	approached	through	the	overwhelming	instrumental	apparatus	described	

in	the	previous	chapter	but	its	potential	emerges	little	by	little,	through	short,	surprising	and	intense	

musical	fragments.		

Among	 several	 tendencies	 and	 driving	 forces	 of	 the	 music,	 one	 can	 acknowledge	 general	

tendencies:	its	intimate	and	intense	character,	which	is	explored	through	liminality	of	sound	(from	

the	subtlest	dynamic	to	the	most	powerful	energetic	discharge),	opposed	registers	and	complexity	

of	timbre	possibilities	of	the	instrument.	The	pieces	are	very	short	and	condensed	and	each	of	them	

contains	 in	 itself	a	particular	 intensity,	as	disruptive	potential,	that	 is	explored	through	different	

mechanisms.	 As	 we	 already	 mentioned,	 TTLG	 (as	 a	 complex	 relation	 between	 tangible	 and	

intangible	 music	 bodies),	 is	 mostly	 bringing	 the	 realm	 of	 the	 instrumental	 apparatus	 to	 the	

foreground	 in	 this	 complex	 web	 of	 interactions.	 TTLG	 is	 therefore	 bringing	 up	 the	 process	 of	

listening	mostly	through	the	perspective	of	the	instrumental	apparatus	–	listening	as	an	extreme	

sensorial	 engaging	 and	 exploring	 of	 the	 instrumental	 disruptive	 potential,	 that	 can	 act	 as	 a	

detonation	mechanism	of	 the	 instrument,	and	that	can	open	new	 instrumental	possibilities	and	

relations	between	the	music	bodies.	

This	disruptive	potential	is	produced	through	a	confrontation	of	different	plasticities	of	the	musical	

bodies,	different	arrays	of	musical	space	and	time	(as	will	be	further	explained).	But	probably	the	
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most	important	feature	of	this	cycle	of	miniatures	is	the	character	that	it	imprints,	or	better,	that	it	

is	unable	to	imprint	to	the	music	bodies	and	their	relations:	they	are	ever	shifting,	unpredictable	

and	 ungraspable.	 The	 miniatures,	 as	 bodies	 of	 music,	 are	 characterised	 through	 their	 abrupt,	

sudden	 ‘disappearing’	 before	 an	 ‘ending'.	 Virtuosity	 thus	 begins	 to	 be	 an	 exploring	 of	 this	

ungraspable	and	glimpsing	quality	of	music	bodies	through	the	composing/performing	approach	of	

the	miniature	 ‘form’	as	a	unique	and	 idiosyncratic	relation.	This	glimpsing	quality	of	virtuosity	 is	

then	also	emphasized	by	lighting	strategies	(stage	and	film)	and	film	editing	(film).		

	

	à	before	performance:	place	all	preparations,	

																																																		instruments	props,	electronics,	set-ups	as	described	above	in	TTLG’s		

instrumental	apparatus.	

	

The	miniatures	cycle	is	preceded	by	the	opening	title	as	referred	before:		

0. (opening	title)	(…….)	
(timecode	video:	00’00’’)	

	

Musical	 performance	 begins	 with	 the	 opening	 title	 of	 the	 film	 with	 the	 first	 studio	

composition.	 This	 studio	 composition	 makes	 use	 of	 extremely	 low-pitched	 underwater	

sounds	and	high	penetrating	processed	chime-like	sounds	(transformed	into	continuous,	

although	 intermittent	sounds)	and	has	a	somehow	hypnotising	character.	Together	with	

the	 projection	 of	 the	 film	 opening	 title,	 that	 presents	 a	 dark	 moving	 water	 texture,	 it	

introduces	the	musical	performance	as	another	sensorial	spatiality.	

My	entrance	takes	place	during	this	piece:	it	is	neither	an	evident	entrance,	because	there	

is	only	the	projection	of	the	opening	title	and	no	lighting,	nor	is	it	a	concealed	one,	since	it	

is	not	actually	hidden	from	the	audience.	The	fact	that	music	begins	‘alone’	or	 ‘by	itself’	

seems	to	create	a	sense	of	expectation	for	the	audience	but	also	for	me,	waiting	on	the	

side	 before	 entering	 onstage.	 Neither	 concealed	 nor	 exposed,	 it	 is	 a	 rather	 ambiguous	

entrance	that	does	not	afford	a	clear	expectation	or	a	clear	direction	of	performance.	When	

this	piece	is	fading	away,	I	begin	to	play	the	following	piece	at	the	piano.		

	

à	Entrance	during	the	first	‘intertitle’	
	

1. …drink	me.		
(timecode	video:	01’02’’)		

	
In	relation	to	the	opening	title	that	functions	as	farther	abstraction	and	as	a	blurring	of	the	

performance	and	musical	 space,	 the	 first	piece	 situates	 the	musical	performance	at	 the	

piano’s	 keyboard.	…drink	 me	 undoubtedly	 has	 a	 ‘prelude’	 function:	 it	 opens	 from	 the	
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intimacy	 of	 here,	 a	 little,	 delicate,	 but	 intriguing	 field	 of	 musical	 possibilities.	 The	

performance	 of	 the	 music-making	 body	 is	 confined	 towards	 a	 limited	 prepared	 treble	

register	of	the	keyboard	(with	no	props,	electronics,	etc.).	The	piece	opens	with	a	melodic	

élan	which	can	resonate	Schumann’s	first	miniature	Von	fremden	Ländern	und	Menschen	

(Of	Foreign	Lands	and	People)	at	the	distance:	on	the	one	hand,	as	a	character	resonance,	

but	on	the	other,	also	as	a	semiotic	resonance.	The	semiotic	resonance	comes	from	the	

importance	given	to	the	élan’s	ascending	6th	(which	here	sounds	as	a	blurred	major	sixth	

because	of	the	preparation,	instead	of	Schumann’s	minor	sixth)	and	from	the	fact	that	this	

quality	or	‘flavour’	of	the	minor	sixth	is	brought	as	central	for	the	context	by	centripetal	

movements	 of	 a	 chord(s)	with	 two	 fifths	 at	 the	 distance	 of	 half	 a	 tone	 (simultaneously	

producing	two	minor	sixth	intervals).	

Melody	has	a	plasticity	of	time	space:	there	is	a	kind	of	magnetism	which	operates	as	plastic	

oscillation	 between	 gravity	 centres	 (‘b’	 –	 ‘f’)	 and	which	 is	 itself	 a	 time	 ‘producer’.	 This	

miniature	is	however	and	undoubtedly	the	most	‘classic’	one,	having	a	very	clear	ABA’	form	

and	a	melody	with	a	certain	‘once	upon	a	time’	flavour.	B	is	rendered	ambiguous:	it	appears	

as	a	disruption	towards	A	but	also	as	the	beginning	of	A’.	However,	as	a	disruptive	element,	

B	arises	not	just	as	a	complete	change	of	musical	material,	but	as	an	abrupt	change	in	time	

and	musical	space.	If	A	explores	melody	as	plasticity	of	expansion	in	a	fluid	and	pedalised	

musical	space,	B	disrupts	with	linear	strict	time	and	clocklike	sounds	(produced	through	the	

preparation)	 in	 a	 drier	 (occasionally	 pedalised)	 musical	 space.	 The	 return	 to	 A	 is	 then	

gradual	in	time	and	space	through	a	rallentando	and	an	increasing	pedalisation.	B	imprints	

a	time	urgency	and	direction	that	is	opposed	to	the	flexible	A.	But	this	urgency	is	created	

through	the	chasm	in	between	A	and	B.	This	time	urgency	will	then	definitely	spread	to	the	

following	piece.		

	
END	

à	put	the	mallet	on	the	sustain	pedal,	holding	it	down.	
àpress	the	nanoPAD	key	assigned	to	audio	file	1	clocks	

(while	winding	up	giant	critter	on	the	piano	sound	board)	
	
	

2. it’s	the	sound	of	them	beating	like	stars	on	the	doors	
(timecode	video:	02’09’’)		

	
After	…drink	me,	which	acts	as	prelude,	situating	the	musical	space	in	an	intimate	here9	this	

second	piece	takes	a	radically	opposite	direction.	The	piece	is	an	urgency	and	divergence	

in	all	directions	at	once.	It	starts	abruptly	with	two	different	simultaneous	sound	actions	

that	 suggest	 a	 paradoxical	 musical	 space	 –	 a	 simultaneous	 here	 and	 a	 spreading	

																																																								

9	See	notions	on	musical	space	in	Cluster	II.,	V.	Musical	space	–	here	at	the	imminence	of	nowhere.	
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everywhere.	This	musical	space	is	produced	through	a	concrete	action	of	me	winding	up	

the	giant	critter	placed	inside	the	piano	(onstage)	and	a	simultaneous	triggering	of	an	audio	

composition,	which	functions	as	an	abstraction	and	distance	towards	my	winding	up	action.	

It	 functions	as	a	distance	 in	 relation	to	 it	because	the	sounds	of	 the	audio	composition,	

although	coming	from	disparate	sources,	are	related	sounds:	pendulums	and	clock	bells	of	

mechanical	clocks	and	a	multiplicity	of	mechanical	metronomes	with	different	superposed	

times,	that,	together	with	the	sound	of	wind-up	mechanisms,	establish	a	sound	corpus	of	

mechanical	devices.	That	the	musical	space	of	the	audio	composition	might	be	perceived	

more	as	an	everywhere	than	a	tonal	or	an	appeased	somewhere	is	then	a	consequence	of	

the	 simultaneous	 superposed	 ‘noisy’	 actions	 with	 divergent	 directionalities	 and	 times:	

audibly,	this	simultaneity	of	disparate	elements	(mechanical	noises)	tends	to	be	perceived	

as	a	spreading	everywhere.		

	

The	 paradoxical	musical	 space	 of	 the	 piece	 can	 thus	 be	 sensed	 as	 both	 a	 here	 and	 an	

everywhere,	 as	 a	 consequence	 of	 the	 relation	 established	 between	 both	 sound	 events	

(performance	 and	 audio	 file).	 There	 is	 a	 relation	 at	 the	 distance,	 which	 is	 not	 one	 of	

extension	or	continuity.	Here	does	not	fade	into	everywhere.	There	is	a	simultaneity	and	

ambiguity	of	musical	spaces	that	can	be	felt.	It	is	then	important	to	refer	that	the	action	of	

winding	up	is	not	just	any	action	of	winding	up,	as	it	conveys	two	important	features:	first,	

it	 is	an	action	as	urgency	–	the	exact	moment	I	trigger	the	file	and	begin	to	wind	up	the	

mechanism	of	the	critter	inside	the	piano,	the	sense	of	time	is	that	of	extreme	acceleration	

regarding	 the	 previous	 miniature,	 imposing	 a	 time	 and	 space	 disruption	 towards	 it.	

However,	 it	might	be	 important	 to	acknowledge	that	 this	urgency	was	probably	already	

subtly	implicit	in	the	B	of	…drink	me,	both	as	time	approach	and	as	concrete	sound	material	

(prepared	clock-like	sounds)	in	a	very	self-contained	way.	The	second	important	feature	of	

this	wind-up	performing	action	is	that	it	looks	and	sounds	as	if	the	mechanism	belongs	to	

the	piano:	an	ambiguity	is	created	towards	the	instrument,	because	of	way	the	critter	might	

be	perceived	visually	when	placed	inside	the	piano,	and	because	the	mechanism	is	listened	

through	the	piano,	that	functions	as	its	resonant	body.	One	cannot	perceive	a	‘creature’	or	

‘critter:’	one	can	see	and	hear	a	big	mechanism	that	seems	to	pertain	visually	and	audibly	

to	the	piano.	

The	moment	I	stop	the	winding-up	action,	the	critter	is	unleashed	and	it	starts	trembling	

alone	 (because	 the	movement	of	 this	 specific	 automat	 is	 not	 that	of	 going	 in	 a	 specific	

direction,	but	that	of	an	unpredictable	trembling	in	place).	Since	it	is	placed	directly	on	the	

soundboard,	 between	 strings,	 with	 the	 sustain	 pedal	 in	 a	 down	 position	 (previously	

activated	with	a	mallet	 through	a	 second	 level	of	 semiotic	 actions	 referred	above),	 and	

since	the	piano	is	amplified,	its	trembling	produces	an	overwhelming	sound.	But	not	only	

that:	 the	piano	seems	 to	be	sounding	 ‘alone’,	 ‘by	 itself’	and	 this	 ‘sounding	alone’	 is	 the	

sound	of	its	most	intimate,	inaccessible	and	organic	part,	namely	the	soundboard	(along	

with	the	sound	of	the	critter’s	impact	on	the	strings).	This	direct	sensing	of	the	soundboard	
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through	 the	 vibratory	 impact	 of	 a	 ‘sounding	 alone’	 piano	 can	 hint	 at	 Szendy’s	 idea	 of	

autophony	 and	 the	 idea	 of	 a	 self	 as	 liminal	 and	 complex	microvibration.	 However,	 this	

microvibration	is	fed	through	the	piano	pedal	and	through	amplification	in	such	a	way	that	

microvibration	 turns	 into	 an	 overwhelming	 sound	 in	 its	 intensity	 and	 complex	 noise	

features.	This	sensation	of	the	piano	playing	alone	is	emphasized	by	the	fact	that	the	exact	

moment	I	let	the	critter	or	‘the	piano’	‘go	alone’	(after	winding	it	up)	–	and	coinciding	with	

the	beginning	of	its	overwhelming	sound	on	the	soundboard	–		I	run	away	from	my	position	

at	the	piano,	through	the	downstage,	and	towards	the	other	wind-up	critters.	I	run	towards	

them	in	order	to	produce	the	same	action	(I	remove	the	tape	from	the	winded-up	critters	

and	wind	up	the	ones	which	are	not	winded	up),	multiplying	the	critters’	sound	and	action	

possibilities.	These	actions	have	the	time	urgency	of	‘trying	to	do	everything	at	the	same	

time	everywhere’.		

	

fig.22	

	

Winding	 up	 the	 mechanism	 and	 letting	 it	 go	 by	 itself,	 together	 with	 the	 simultaneous	

multiplication	of	these	actions	in	diverging	directions	(both	on	stage	and	in	the	activated	

audio	 file)	 functions	 as	 a	 first	 detonation	mechanism	of	 the	 instrument,	 as	 its	 effective	

explosion	 in	every	direction:	 the	 instrument	 loses	 its	 sound	 identity	and	situatedness	 	–	

falling	apart	and	spreading	all	over.		

	

the	instrument	is	no	longer	this	instrument	-	

the	instrument	is	a	new	

disruptive,	intangibility	

spreading	through	

	

This	produces	a	specific	relation	of	the	music	bodies:	that	the	music-making	body	has	to	

run	(not	as	a	metaphor)	after	the	body	of	music	and	the	instrumental	body,	trying	to	bring	

pieces	together,	trying	to	encompass	them	or	pull	them	together.	And	this	sense	of	urgency	

requires	an	ambiguity	of	the	listening	process	as	a	process	to	which	an	extreme	disciplined	
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action	of	the	music-making	body	plan	belongs.	A	strict	manipulation	plan	(towards	winded-

up	critters	and	non-winded-up	creatures)	is	established	in	advance	in	order	not	to	let	the	

sense	 of	 urgency	 of	 the	 action	 faint,	 assuring	 a	 non-stop	 continuity	 of	 the	 singular	

discontinuous	 movements	 of	 each	 critter.	 Divergence	 is	 both	 an	 extremely	 directed	

divergence	and	an	uncontrolled	fuse	spreading:	the	action	is	voracious	-	it	does	not	allow	

any	 possible	 hesitation,	 deviation.	 Everything	 is	 rendered	 ambiguous:	 it	 is	 the	 music-

making	body	who	conceives	and	activates	the	mechanism	which	it	has	to	go	after.	

	

The	action	is	intense,	but	at	a	certain	point	of	the	music	(which	is	stipulated	by	the	audio	

composition	 with	 which	 I	 am	 playing	 on	 stage)	 the	 action	 fades	 away:	 the	mechanical	

sounds	of	the	audio	file	rarefy	and	the	creatures’	actions	on	stage	decrease	with	it.	At	this	

moment	I	stop	the	wind-up	actions	that	are	being	produced	downstage	and	reach	inside	

the	back	of	the	piano,	bringing	out	specific	wind-up	creatures.	Here,	at	the	inside	piano,	a	

new	 impetus	 seems	 to	 come	 out	 of	 the	 audio	 composition	 (complexification	 through	

superposition	of	accelerated	actions	of	mechanisms)	triggering	a	new	sense	of	urgency	in	

performance	 onstage	 that	 impels	 the	 unleashing	 of	 smaller	 wind-up	 creatures	 and	 the	

bigger	one	inside	the	piano,	forming	an	enormous	crescendo.	

The	enormous	mass	of	sound	is	however,	abruptly	disrupted	by	the	ffff	impact	of	a	metal	

ball	 on	 the	pegs	 (back	of	 the	piano,	 lower	 string’s	pegs).	 This	 impact	has	an	 impressive	

power:	at	this	precise	moment	every	action	is	over	(the	audio	composition	is	cut	and	all	

creatures	 stop).	 But	 its	 impressive	power	 is	mostly	 remarkable	 for	 suddenly	 converging	

energetic	divergence	at	this	precise	point:	this	gesture	seems	to	bring	every	music	body	–	

tangible	and	intangible	–	together,	and	seems	to	shift	musical	space	to	a	vertigo	of	here	in	

a	fraction	of	time.	Listening	 is	here	an	 implosion.	 It	 is	the	contrary	of	the	first	exploding	

gesture	 of	 the	 piece,	which	 spreads	 and	 disperses	 the	 instrumental	 apparatus	 all	 over.	

However,	this	impact	doesn’t	seem	to	absorb	all	this	the	energy	alone:	it	creates	a	chasm	

through	its	abrupt	ending	and	resonance.	Although	it	stops	the	action	in	this	chasm	period	

of	time,	not	being	able	to	absorb	all	energy,	it	acts	as	a	kind	of	appoggiatura	for	the	ensuing	

movement	of	the	ball,	which	is	left	falling	only	with	the	force	of	gravity	at	the	lower	end	of	

the	lower	strings,	beyond	the	first	pegs	(the	part	of	the	string	between	the	first	and	second	

pegs	of	the	strings).	The	sound	is	a	powerful,	profound	low	sound	(the	pedal	is	down	during	

the	whole	piece)	and	it	establishes	a	connection	to	the	sound	of	the	creatures’	vibration	on	

the	soundboard	–	it	being	of	a	same	kind	but	in	a	slow	motion	and	lower	pitch.	

What	 happens	 next	 seems	 to	 explore	 the	 exhaustion	 of	 energy	 through	 the	 coming	

together	 of	 different	 levels	 of	 more	 or	 less	 disciplined/undisciplined	 gestures:	 more	

‘undisciplined’	sounds	(the	use	of	creatures,	vibratory	sounds,	and	the	double	scratching	

of	strings	with	the	hand	or	a	brush)	or	more	pulling	together	gestures’	(either	the	impacts	

of	the	balls	on	the	pegs,	or	the	ffff	percussion	of	harmonics	with	mallets	in	lower	strings).	

The	 tension	 and	 friction	 between	 simultaneous,	 divergent	 and	 convergent	 movements	

provokes	sudden	discharges	and	peaks	but,	overall,	it	tends	to	lose	energy	little	by	little,	
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coming	down	 to	an	 imperceptible	 vibration	 followed	by	 rest.	 The	music-making	body	 is	

again	rendered	ambiguous	in	this	quarrel:	it	both	produces	it	and	is	produced	by	it.	

2nd	MINIATURE	–	END	
àtake	giant	critter	and	anacleto	(small	

critter)	out	of	the	piano	
à	take	out	the	mallet	from	sustain	pedal		

à	go	back	to	keyboard	

3. delight	and	terror	
(timecode	video:	05’58’’)	

	
In	this	piece,	the	performance	is	again	centred	at	the	piano	keyboard,	bringing	a	certain	

normalisation	to	the	performance	context.	It	seems	to	explore	a	plasticity	that	was	subtly	

present	but	not	explored	in	section	A	of	…drink	me.	It	is	again	centred	on	a	high	register	of	

the	piano,	 but	 the	piece	has	 a	 somehow	histrionic,	 playful	 or	 humoristic	 character	 that	

hadn’t	appeared	 in	 this	 context	before.	 It	 is	a	very	 fast	and	short	piece	and	 the	 idea	of	

plasticity	 and	 exact	 flexible	 spacing	 seems	 to	 be	 explored	 both	 through	 a	 high-speed	

context	 and	 through	 a	minimum	 of	 time	 (about	 30	 seconds).	 Plasticity	 turns	 into	 pure	

acceleration	towards	a	sensation	of	vertigo,	again.	Mostly,	‘b’	and	‘f’	and	their	relation	as	

diminished	fifth	function	as	magnetic	centres	of	flexibility	of	the	body	of	music	and	music-

making	body.	But	 this	 centre	 is	 then	 reduced	 to	 textural	 acceleration	which	 is	explored	

through	 a	 Scarlatti-like	 random	 articulation	 technique10	 that	 brings	 acceleration	 to	 the	

highest	register	in	different	successive	discharges	of	energy.	Arriving	at	the	higher	register,	

it	maintains	the	accelerated	texture	in	the	highest	speed	possible	for	quite	some	time	and	

a	syncopated	rhythm	of	the	left	hand	is	added	on	the	same	register,	emphasizing	the	‘end	

of	register’	and	the	impossibility	to	go	any	further11.	The	piece	ends	abruptly	in	vertigo.	

The	title,	taken	from	Bernardo	Soares’	Book	of	Disquiet	(Pessoa,	2006)	hints	at	this	idea	of	

vertigo	both	as	delight	and	terror.	The	musical	space	of	this	piece	is	then	a	space	here	that	

might	put	in	evidence	here	itself	as	vertigo.	

3rd	MINIATURE	–	END	
à	put	mallet	on	sustain	pedal	

again	
à	go	to	the	back	of	the	piano	

4. glocken…spiel	
(timecode	video:	06’42’’)	
	

Again	at	the	back	of	the	piano,	bringing	the	unsteadiness	and	unquietness	of	the	music-

making,	 instrumental	 and	 body	 of	music	 to	 the	 foreground,	 the	 piano	 is	 recreated	 and	

further	explored	as	an	other	Glockenspiel.	At	first,	and	in	relation	to	the	previous	miniature,	

the	 unfolded	 musical	 space	 has	 a	 character	 of	 an	 intriguing	 there	 which	 will	 soon,	 by	

accommodation	to	the	new	musical	space	and	technique,	be	metamorphosed	into	a	here.	

																																																								
	
11	A	slight	resonance	to	Ligeti’s	l’escalier	du	diable.	
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This	new	perspective	of	the	instrument	is	composed	through	the	following	elements	that	

function	as	different	registers:	piano	preparations,	chimes	(from	the	structure	hanging	on	

the	lid),	nano-chimes,	the	lowest	A	string	of	the	piano	and	music	boxes	placed	on	the	sound	

board	and	metal	frame	(inside	the	piano).	

The	 inside	 preparations	 and	 little	 instruments	 are	 then	 explored	 through	 percussion	

techniques	 with	 different	 mallets	 (little	 Glockenspiel	 rubber	 mallets	 and	 a	 big	 rubber	

mallet).	 The	 piano	 pedal	 is	 again	 fixed	 in	 a	 down	 position	 (with	 another	mallet,	 placed	

beforehand)	allowing	all	strings	to	resonate	along	sympathetically.	The	piece	opens	with	a	

melodic	gesture	that	establishes	an	obvious	connection	with	melodic	gesture	A	of	the	first	

miniature.	 For	 its	 twisted	 instrumentation,	 it	 appears	 as	 a	 distant	 resonance	 to	 it.	 A	

resonance	as	a	relation	that	will	be	explored	in	all	its	depth	through	a	simple	sequence	of	

events,	ABC	ABA’CD.		

	

		
fig.	23	

	

The	delicate	melody	A	 is	timbrically	composed	of	piano	preparations	(rivets	and	screws)	

and	chimes,	(all)	played	with	glockenspiel	mallets.	It	is	then	disrupted	by	little	playful	and	

delicate	trembles	(little	rebound	gestures	of	the	Glockenspiel	mallet	on	the	preparations	

of	little	springs	placed	in	the	middle	high	register	strings.	These	rebound	gestures	are	made	

with	 the	 right	 hand,	 while	 the	 left	 hand	 plays	 single	 tones	 in	 the	 register	 of	 previous	

preparations	 of	 rivets	 and	 screws).	 Both	 A	 and	 B	 melodies	 have	 a	 plasticity	 of	 time.	

However,	the	playful	and	subtle	gestures	of	B	are	disrupted	by	a	sudden	ffffff	beating	on	

the	lowest	A	string	with	a	big	rubber	mallet	with	a	syncopated	rhythm	on	a	steady	tempo,	

imprinting	 an	urgency	and	an	all	 depth	of	 register,	 dynamics	 and	 resonance	 space.	 The	

piano	as	Glockenspiel	is	then	an	abyss	created	by	this	overwhelming	‘in	between’	AB	and	

C.	The	musical	space	of	here	is	an	opening	of	this	space,	an	opening	and	intensification	of	

the	vertigo	as	sensation	pertaining	to	a	here.	The	rhythm	seems	to	have	a	sentential	and	

concise	character:	the	mallet	both	beats	on	the	string,	putting	it	in	resonance,	and	dampens	

it	with	some	pressure.	Of	course,	the	dampening	is	far	from	complete	because	the	pedal	is	

down,	all	strings	are	resonating	along	and	the	impact	of	the	beat	is	huge.	But	this	makes	

resonance	more	interesting:	having	a	less	defined	pitch	feature	emphasizes	the	complex	

texture	of	 resonance	and	also	 the	overly	 compressed	energy	of	 the	musical	event.	 In	A	

again,	the	same	melodic	element	and	subtle	trembles	return	as	an	AB	but	with	the	presence	
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of	the	distant	resonance	of	C	as	an	immaterial	depth	that	pertains	to	this	music	materiality.	

Instead	 of	 immediately	 disrupting	 B	 with	 C,	 as	 before,	 and	 cutting	 the	 possibility	 of	

predictability	 through	 repetition,	 there	 is	 a	 little	 expansion	 of	 A	 after	 B	 which	 is	 then	

disrupted	by	C.	The	brutal	beating	of	C	then	seems	to	open	for	a	kind	of	related	or	resonant	

gesture	in	D:	a	rivet	is	played	with	a	Glockenspiel	mallet	with	a	quite	steady	tempo,	ca.	60	

BPM,	but	with	a	p	dynamic.	For	its	sound	quality,	resonance,	and	pulse,	the	repetition	of	

this	sound	has	again	a	clock	bell	sound	quality.	After	some	beats	of	this	clocklike	sound,	

which	are	played	with	 the	right	hand,	 two	music	boxes	are	simultaneously	manipulated	

directly	 on	 the	 mechanism	 with	 the	 left	 hand,	 making	 little	 clusters	 with	 syncopated	

rhythms	in	the	steady	tempo	‘imposed’	by	the	rivet	sound.	The	music	boxes	manipulated	

this	way	expose	a	double	character,	which	is	both	dreamlike	and	ethereal	and	which	brings	

friction	to	the	foreground	through	the	direct	manipulation	that	puts	the	resistance	of	the	

mechanism	audibly	in	evidence.		

This	fourth	miniature	enlarges	the	chasm	potential	between	two	opposed	possibilities	of	

here	 in	here.	 It	exposes	an	all	depth	abyss	in	between	possibilities	as	its	most	important	

feature.	

	

4th	MINIATURE	–	END	
à	go	back	to	the	keyboard	

à	remove	the	mallet	from	the	sustain	
pedal	

(reminder	for	5:	sustained	notes	with	3rd	pedal	–	

f,	g,	g#,	c	+	sustain	the	most	cs	and	fs	possible)	

	

	

	

5. your	majesty,	the	queen	OFF	(your	head)	
(timecode	video:	09’12’’)	
	

Performance	is	centred	again	at	the	keyboard,	so	that	this	fifth	miniature	is,	in	relation	to	

the	previous	one,	again	a	shifting	of	musical	space	–	a	there	towards	a	previous	here	that	

will	be	transformed	in	a	new	here.	The	keyboard	is	this	time	approached	through	brutal,	

concise	and	staccatto	playing	of	a	same	chord	in	punctuated	rhythm	and	fff	dynamics.	The	

abrupt	 ending	 of	 each	 chord	 brings	 with	 itself	 a	 fremd/strange	 resonance,	 which	 is	

produced	 by	 the	 previous	 activation	 of	 the	 third	 pedal	 with	 specific	 keys12	 in	 order	 to	

produce	a	more	complex	and	 ‘unrelated	but	 related’	harmonic	 resonance.	Each	gesture	

(either	the	playing	of	a	single	chord	or	a	sequence	of	repetition	of	chords)	forges	an	abyss,	

bringing	the	intangibility	of	resonance	as	tangible	impact	–	as	listening,	spacing	experience.	

																																																								
12	The	action	of	the	sostenuto	(third)	pedal	of	the	piano	is	the	following:	the	dampers	of	the	keys	that	are	pressed	down	
(even	if	no	sound	is	produced)	in	the	precise	moment	when	the	pedal	is	stepped	on,	they	remain	in	an	up	position	as	long	
as	 the	 pedal	 is	 pressed	 down,	 letting	 only	 the	 strings	 that	 correspond	 to	 the	 previously	 pressed	 keys	 vibrate	
sympathetically.	This	pedal	makes	it	possible	to	compose	resonances	(enhancing	harmonics,	etc).	
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Immateriality	 is	 felt	as	huge	 impact:	 it	 is	not	about	 the	attack	of	 chords,	but	 its	 sudden	

absence,	which	creates	a	most	tangible	overwhelming	energy.	The	chords	are	composed	of	

two	minor	sixths	at	the	distance	of	a	minor	third,	which	can	be	regarded	at	the	same	time	

as	two	Webernian	chords	of	minor	third	and	major	seventh	at	the	distance	of	half	a	tone,	

a	harmonic	relation	that	will	spread	throughout	the	whole	piece	in	different	ways.		

	

Again,	 there	 is	 brutality	 and	 its	 impacting	 resonance,	 something	 which	 was	 already	

introduced	in	miniatures	2.	and	4.	Brutality	is	introduced	here	with	no	other	purpose	than	

exposing	brutality	in	itself:	as	pure	violence	of	all	music	bodies,	brutality	is	exposed	as	if	in	

a	kind	of	‘pure’	energetic	state.	The	title	makes	an	obvious	reference	to	the	Off	with	their	

heads!	death	sentences	of	Carroll’s	Queen	of	Hearts,	uttered	with	no	apparent	purpose	

other	 than	 to	 chop	 a	 few	 heads	 every	 now	 and	 then.	 But	 the	 unpredictable	 and	

inconsequent	way	brutality	comes	about	in	these	pieces	is	often	the	same	unpredictable	

and	inconsequent	way	it	disappears.		

After	the	insistency	of	the	chords	of	the	event	A,	a	very	fast	figuration	(through	chords	with	

the	same	relation)	erupts	in	an	ascending	gesture	that	ends	in	a	magnetic	oscillation,	again	

between	‘f’	and	‘b’.	‘f’	is	the	arrival	point	but	the	energy	of	this	action	is	not	absorbed	by	‘f’	

alone,	it	‘rebounds’	to	‘b’,	repeating	the	rhythm	of	the	initial	chords	in	a	decrescendo	of	

energy	and	with	a	 rebound	character.	This	B	event	 is	 then	again	opposed	by	 the	brutal	

chord	brought	by	a	new	A’.	 This	 time,	 the	 chord	 is	not	 repeated	 in	 itself,	 but	descends	

chromatically	with	a	punctuated	rhythm	similar	to	the	one	in	A.	This	descending	movement	

ends	with	an	ascendance	to	the	point	of	departure	with	an	abrupt	ending,	not	absorbing	

all	the	energy	of	the	movement	(as	before).	The	same	happens	as	in	the	previous	figuration	

movement:	 the	energy	 is	not	 totally	absorbed,	 it	 ‘rebounds’	again	 to	 ‘b’	 (with	 the	same	

rhythm	as	previously).	The	rebounds	bring	a	space	of	 resonance	with	 thems,	a	 listening	

experience.	 The	 same	 chromatic	 descending	movement	 of	 chords	 disrupts	 again	 and	 is	

emphasized	this	time	by	its	striking	repetition	(of	the	same	chord).	This	time	it	does	not	

rebound	in	b	immediately:	a	very	fast	figuration	spreads	now	in	the	opposite	direction	as	

before,	descending	with	an	acceleration	and	crescendo	to	the	lowest	‘b’,	now	imprinting	

the	same	rebound	rhythm	to	it.	It	is	important	to	emphasize	the	tangibility	of	the	space	of	

resonance	‘imprinted’	 in	between	the	striking	and	concise	gestures.	They	seem	to	come	

from	a	nowhere	 and	disappear	 in	a	nowhere.	A	nowhere	 that	 it	 is	however	 felt	as	huge	

impact.	

	

After	this	descent	there	is	a	centripetal	and	restless	short	movement	through	the	notes	of	

this	chord,	which	is	repeated	twice:	the	first	time	with	an	abrupt	ending	towards	resonance	

and	the	second	arriving	again	at	‘b’.	The	chords’	chromatic	descent	is	brought	an	octave	

lower	with	the	same	rhythm,	and	repeated	twice,	emphasising	the	second	one.	This	time	it	

doesn’t	arrive	not	at	‘b’,	but	at	a	dampened	(with	the	right	hand)	cluster	of	the	keyboard’s	

lowest	 notes.	 Arriving	 at	 the	 cluster	 with	 this	 brutal	 energy,	 the	 ‘rebound	 rhythm’	 is	
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produced	 in	 ff	with	no	arrival	point	at	a	strong	time:	again	 (just	as	 in	3.)	 it	produces	an	

ending	before	an	ending	and	the	experience	of	chasm	as	resonance.		

Perhaps	 more	 than	 everything,	 the	 piece	 might	 hint	 at	 an	 experience	 of	 listening	 as	

violence,	brutality.	The	playing	attacks	act	as	disruptive	events:	they	open	and	feed	a	new	

space	of	tangible	and	impacting	resonance.	The	intensity	of	the	relation	established	with	

the	resonant	‘in	between’	establishes	the	flexibility	of	the	music-making	body	and	the	body	

of	music.	Brutality	here	is	not	just	an	abyss	created	between	opposed	possibilities	of	a	same	

here	as	in	miniature	4.,	nor	just	the	paradox	of	divergence	and	convergence	as	in	miniature	

2.	In	this	context,	violence	and	brutality	are	also	an	exact	spreading	between	well-defined	

and	precise	targets.	

	

5th	MINIATURE	–	END	
à	place	the	boxes	inside	the	

piano	

6. as	to	poetry,	you	know…	
(timecode	video:	10’24’’)	

	
This	miniature	was	the	last	of	the	cycle	to	be	composed	and	has	a	character	that	connects	

both	 to	 the	sixth	piece	Wichtige	Begebenheit/An	 Important	Event	and	 the	second	piece	

Kuriose	Geschichte/A	curious	story	of	Schumann’s	cycle	and	to	their	march	character.	In	A	

curious	 story	 a	 rhythmic	element	 is	 introduced	 right	at	 the	 section	A	of	 the	 same	piece	

which	suggests	the	playing	of	the	snare	drum	and	a	march	character:	

	

fig.	24	

This	same	character	is	explored	by	Schumann	in	An	Important	Event	as	exaggeration.	Just	

as	the	title	also	hints	at,	this	Schumann	piece	seems	to	assign	more	significance	to	the	‘aura’	

or	importance	given	to	an	event	through	its	ff	dynamics	than	to	the	event	or	the	musical	

content	 itself:	 the	 content	 is	 very	 simple	 and	 repetitive,	 but	 its	 octave	 registers	 and	

dynamics	suggest	a	very	pompous	and	grandiloquent	playing.	

as	 to	 poetry,	 you	 know…	 suggests	 a	 similar	 rhythmical	movement	 of	 snare	 drum	 as	 in	

Kuriose	Geschichte.	It	does	so	by	exploring	a	harmony	of	juxtaposed	fifths	again	(A,	A’)	at	

the	distance	of	half	a	tone	(as	in	miniature	1.),	something	which	also	carries	the	minor	sixth	

as	an	important	relation.	This	snare	drum	imagery	opened	by	Schumann	is	then	explored	

differently	 in	 events	B	 and	C,	mostly	 through	 the	use	of	different	prepared	 registers	 as	

percussion	sounds.	It	is	a	playful	piece	and	the	march-like	character	is	approached	with	a	

certain	 humour	 through	 three	different	ways:	 (A)	 a	more	 suggestive,	 poetic	 and	plastic	

approach,	on	a	high	register	and	p	dynamics;	(B)	a	more	deconstructive	and	therefore	also	
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plastic	 approach,	 still	 on	 a	 high	 register	 and	 p	 dynamics,	 but	 using	 other	 sounds	 and	

preparation	options	than	A;	 (C)	a	 ‘serious’	approach	(connecting	to	An	Important	Event)	

with	rigid,	march,	clock-like	tempo	in	a	low	register	and	mf	dynamics.	On	the	strings	of	the	

low	register	a	plastic	tambourine	is	placed	(beforehand)	to	create	a	snare	drum	effect.	The	

sequence	of	events	repeats,	with	a	potential	for	playfully	and	subtly	exploring	acceleration	

and	deconstruction	through	events	A	and	B.	Event	C	then	brings	an	unexpected	guest:	a	

mechanical	automat	(a	monkey	dressed	like	a	musician	in	a	marching	band)	plays	cymbals	

along	to	the	piano	performance	(something	which	I	could	only	put	in	practise	in	the	film	

version).	This	event	is	repeated	(with	the	automat)	and	returns	to	A’s	fast	gesture,	ending	

abruptly.		

	

6th	MINIATURE	–	END	
à	take	boxes	out	of	piano	

à	press	the	nanoPAD	key	assigned	to	audio	file	2	(bird)	
	

	
	

7. …and	listening	only	to	the	rising	sounds	
(timecode	video:	11’24’’)	

	

f	

fig.25	

	

It	 was	 impossible	 to	 escape	 from	 Träumerei,	 the	most	 famous	 piece	 of	 the	 cycle,	 and	

perhaps	 Schumann’s	 most	 famous	 piano	 piece.	 It	 was	 impossible	 to	 escape	 making	 a	

relation	 to	Träumerei,	 but	 a	way	 to	 deal	with	 it	was,	 paradoxically,	 that	 of	 escaping	 it.	

Escaping	it	would	mean,	in	this	context,	establishing	a	quite	different	strategy:	opting	for	a	

Romantic	gesture	that	opens	‘from	reality’	towards	a	‘dream-like	world’	and	then	returns,	

in	successive	inflating,	shrinking	gestures,	that	oppose	reality	to	the	dreamlike	was	not	a	

plausible	 option.	My	 strategy	would	 then	 subvert	 the	 idea	 of	dreamlike	 as	 opposed	 to	

reality	 and	 bring	 to	 the	 foreground	 a	 possibility	 of	 paradoxical	 and	 simultaneous	

coexistence.	It	would	imply	using	an	audio	recording	–	the	bird	field	recording	referred	in	

sound	 corpus	 of	 studio	 compositions	 (in	 Instrumental	 apparatus)	 –	 as	 farthest	 and	

dreamlike	abstraction	both	to	instrument,	music	and	music-making	body.	But	this	is	already	
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a	paradox:	first	because	‘recorded	actual	reality’	stands	for	dreamlike	in	a	context	where	

the	oneiric	and	the	fremd	are	the	rule.	Second,	because	this	is	not	just	any	audio	recording:	

it	is	a	recording	of	a	specific	episode	of	real	life	with	surreal	or	unlikely	features	brought	to	

stage	or	film	as	belonging	to	the	realm	of	this	music	imagery.		

	

The	personal	and	unlikely	features	of	the	episode	should	be	brought	to	this	context	for	the	

relevance	that	it	entails	in	the	complex	relations	established	in	the	piece.	The	episode	can	

be	summarized	as	follows:	in	2007,	I	was	working	at	home	late	at	night	and	a	nightingale	

was	persistently	singing	in	the	very	large	olive	grove	where	the	house	was	situated	(I	was	

living	 in	the	countryside).	 Its	singing	was	so	 intense,	that	at	a	certain	point,	 I	decided	to	

follow	the	sound,	bringing	a	recorder	with	me.	The	bird	was	somewhere	on	a	tree	by	a	little	

stream	close	to	a	water	wheel.	I	stood	there	quietly	listening	and	recording	the	bird	and,	

after	a	while,	decided	to	softly	manipulate	the	water	wheel	while	the	bird	was	singing.	The	

water	wheel	produced	a	beautiful,	profound	and	odd	sound	with	a	cadential	and	repetitive	

movement.	To	my	surprise	the	bird	did	not	go	away:	instead,	it	continued	singing	and	an	

unpredicted	and	surprising	relation	was	established.	My	sensation	of	this	experience	was	

that	of	playing	together	in	a	duo	(as	if	I	was	doing	a	kind	of	basso	ostinato	and	the	bird	was	

doing	 the	melodic	 part).	 It	 was	 therefore	 a	 surreal	 and	 very	 intense	 experience:	 I	 was	

playing	a	water	wheel	along	with	a	most	beautiful	singing	of	a	nightingale	at	about	three	

or	four	o’clock	in	the	morning,	by	a	little	stream	in	the	countryside	with	no	one	to	share	

this	experience,	except	of	course	for	the	bird	and	for	all	the	other	night	creatures	around.	

The	recording	of	this	‘duo’	is	then	an	‘actual’	sound	(unproduced	and	unmodified),	a	field	

recording	 of	 something	 which	 really	 happened,	 but	 it	 carries	 the	 extremely	 intangible	

quality	of	the	episode	itself.		

But	the	special	character	imprinted	to	this	piece	is	not	just	about	the	recording	alone	but	

about	 the	 relation	 established	 between	 the	 recording	 and	 the	 stage	 action.	 The	 piece	

begins	with	 the	 triggering	of	 the	 recording,	 that	begins	with	 the	bird	 singing	alone.	The	

water	wheel	makes	 its	 entrance	 after	 a	 few	 seconds,	 and	when	 it	 begins	 to	 produce	 a	

specific	slow	oscillatory	repetitive	movement,	I	start	playing	the	piano	along	with	it.	We	(as	

a	complex	plural	entity	constituted	by	me	playing	onstage	with	the	bird	singing	with	me	

playing	the	water	wheel)	are	‘playing’	almost	as	if	performing	a	Lied	(from	my	point	of	view,	

of	course,	and	here	again	a	connection	to	Schumann	and	also	to	the	nightingale,	as	symbol	

of	the	Romantic).	I	play	as	if	the	water	wheel	were	my	left	hand	and	bass	and	the	piano	

were	my	 right	 hand	 and	 the	 harmonic	 accompanying	 (again	with	Webernian	 chords	 of	

minor	third	and	major	seventh,	 in	combination	with	other	minor	seventh	chords)	of	the	

complex	melody	of	the	bird.	In	this	sense,	the	piece	establishes	this	space-time	relation	of	

the	self	towards	the	self	(I	am	not	playing	with	an	abstract	bird	or	wheel:	I	am	playing	with	

this	episode	that	I	went	through	with	a	bird	in	another	specific	time	and	space)	as	the	most	

relevant,	 intriguing	 and	 dream-like	 character.	 For	me	 it	 doesn’t	 really	 have	 a	 nostalgic	

character.	 Instead	it	brings	an	ambiguity	of	sharing	an	unsharable	and	the	possibility	for	
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bringing	together	past	and	present:	again,	an	engagement	with	as	unbridgeable	gap.	It	also	

establishes	a	complex	relation	between	intimacy	and	exposition13.		

	

The	paradox	produced	between	different	sound	spaces,	space-time,	between	sharable	and	

unsharable,	intimacy	and	exposure,	cultural	and	natural	seems	to	make	them	inoperative.	

In	 this	 sense,	 the	 title	of	 the	piece	 comes	 from	Pessoa’s	heteronym	Alberto	Caeiro	and	

brings	an	ironic	evocation	of	poem	XI	of	The	Keeper	of	Flocks:	

	

That	lady	has	a	piano.	

It’s	nice,	but	it’s	not	the	running	of	rivers	

Or	the	murmuring	trees	make...	

	

Who	needs	a	piano?	

It’s	better	to	have	ears	

And	love	Nature.14	

	

The	poem	opposes	nature	sounds	and	the	piano	sound,	 in	Caeiro’s	usual	 logic	of	nature	

versus	culture,	questions	 the	 importance	and	utility	of	 the	piano	 (and	 therefore	also	 its	

stabilized	role	as	a	Western	Human	construct).	This	crisis	space	of	relation	is	then	explored	

in	 this	piece	not	 in	a	 logic	of	opposition,	of	having	 to	opt	between	one	or	another,	but	

probably	in	a	logic	of	becoming	comfortable	with	paradox.	

	

7th	MINIATURE	–	END	
à	Verify	pedals’	position	

à	Open	volume	pedal	
	

	

																																																								
13	it	is	meaningful	to	return	to	Nancy’s	‘formulation’	of	exposition:	Bodies	are	always	about	to	leave,	on	the	verge	of	a	
movement,	a	fall,	a	gap,	a	dislocation.	(…)	This	spacing,	this	departure,	is	its	very	intimacy,	the	extremity	of	its	separation	
(or,	 if	we	prefer,	 of	 its	 distinction,	 its	 singularity,	 even	 its	 subjectivity.	 (…)	“Exposition”	doesn’t	mean	 that	 intimacy	 is	
extracted	from	its	withdrawal,	and	carried	outside,	put	on	display.	Because	then	the	body	would	be	an	exposition	of	the	
“self”,	in	the	sense	of	a	translation,	an	interpretation,	or	a	staging.	“Exposition”	on	the	contrary,	means	that	expression	
itself	is	an	intimacy	and	a	withdrawal.	The	‘a-part-self	is	not	translated	or	incarnated	into	exposition,	it	is	what	it	is	there:	
this	vertiginous	withdrawal	‘of’	the	self	‘from’	the	self	that	is	needed	to	open	the	infinity	of	that	withdrawal	‘all	the	way	
up’	 to	self.	The	body	 is	 this	departure	of	self	 to	self	 (Nancy	2008,	61-62).	 ‘Exposed’	 therefore:	but	this	does	not	mean	
putting	something	on	view	that	would	have	previously	been	hidden	or	shut	in.	Exposition,	here,	is	the	very	being	(idem,	
63-64).	
	
14	This	translation	was	found	in	https://alberto-caeiro.blogspot.com/	
There	are	different	versions	of	the	poem.	The	version	I	use	has	a	different	last	verse	that	gives	the	name	to	the	piece:	
Who	needs	a	piano?/	It’s	better	to	have	ears/	and	listen	only	to	the	rising	sounds	(the	translation	of	the	last	verse	is	my	
own).	
The	complete	Portuguese	version	is	as	follows:	Aquela	senhora	tem	um	piano/	Que	é	bom	de	ouvir	mas	não	é	o	correr	dos	
rios/	Nem	o	murmúrio	que	as	árvores	fazem	//	Para	que	é	preciso	ter	um	piano?	/O	melhor	é	ter	ouvidos	/	E	ouvir	bem	só	
os	sons	que	nascem.		
	



	

	 171	

8. and	i	listen:	
near	to	the	wild	heart	
(timecode	video:	12’51’’)	

	
	

8th	MINIATURE	beginning:	
when	starting:	press	delay	pedal	for	loop	

After	loop,	change:	
-	MXR	pedal	–	1st	channel	

-	whammy	6UP	
-	turn	down	the	volume	of	the	loop	

-	in	chords	fff	turn	off	the	loop	
-	adjust	the	volume	of	the	delay	pedal	for	

the	next	piece	
	

This	eighth	miniature	is	 in	complete	opposition	to	the	previous	one.	Not	 in	terms	of	the	

performance	space,	which	 is	again	situated	at	the	keyboard,	but	as	complete	rupture	of	

sound	space.	This	rupture	is	produced,	at	first,	through	the	instrumental	apparatus,	whose	

extreme	electronic	processing	appears	here	as	a	shock:	a	cluster	in	the	lowest	register	is	

played	(left	hand)	using	the	low	register	distortion	channel	of	the	MXR	pedal,	synchronized	

with	the	beginning	of	a	rhythmic	syncopated	movement	produced	by	the	right	foot	on	the	

whammy	pedal.	This	foot	action	produces	a	kind	of	propulsion	movement	(between	two	

pitches)	 that	emerges	as	an	 inflation	and	deflation	movement	of	 a	 low	distorted	 cloud.	

There	is	only	the	attack	of	the	initial	cluster	produced	by	the	left	hand,	everything	else	is	

propulsive	 energy	 deriving	 from	 this	 attack,	 emerging	 with	 no	 obvious	 contours.	 This	

movement,	 in	 turn,	 is	 looped	 with	 the	 delay	 pedal	 (loop	 set	 up	 –	 triggered	 in	

synchronization	 with	 the	 playing	 of	 the	 cluster	 and	 the	 foot	 action).	 The	 loop	 is	 then	

maintained	throughout	the	short	piece.	The	propulsive,	oscillatory	beat	is	left	playing	alone	

for	a	while,	until	a	set	of	very	slow	chords	in	the	middle	register	are	played	in	superposition	

to	it,	trying	to	fit	in	the	tempo	of	this	beat	in	a	non-obvious	or	asymmetric	way.	The	chords,	

played	in	pp,	are	again	juxtaposed	fifths	at	a	distance	of	half	a	tone,	but	they	are	processed	

by	the	whammy	pedal	which	is	making	a	simultaneous	transposition	at	a	minor	sixth	(one	

can	listen	to	the	chord	played	and	to	its	processed	transposition	at	the	same	time).	But	not	

only	that:	besides	being	transposed	by	the	whammy	pedal,	they	are	again	processed	by	the	

MXR	 distortion	 pedal,	 this	 time	 through	 another	 high	 register	 distortion	 channel	 (a	

different	channel	from	the	one	used	in	the	loop,	with	a	different	equalization).	But,	most	

interestingly,	the	pp	attack	of	chords	(played	together	with	the	loop)	has	no	processing	or	

almost	no	processing:	the	processing	is	gradually	inflated	after	the	attack,	arising	as	a	most	

improbable	 resonance	 (controlled	 with	 the	 right	 foot	 by	 the	 volume	 pedal,	 and	

independently	from	the	loop).	It	is	therefore	not	a	chord	played	with	distortion,	but	a	pp	

chord	which	brings	 the	surprise	of	a	 complex	distorted	cloud.	The	chords	with	 inherent	

inflating	clouds	make	a	very	slow	and	short	chromatic	melodic	descent,	returning	to	the	



	

	 172	

point	 of	 departure.	 They	 make,	 however,	 a	 sudden	 shift:	 they	 turn	 into	 inconsequent	

brutality	 again,	 as	 if	 liberating	 an	 energy	 that	 was	 contained	 in	 the	 initial	 propulsive	

movement	 and	 in	 the	 subtle	 rising	 distorted	 clouds.	 Condensed,	 powerful	 low	 chords	

(mostly	carrying	the	pitches	‘f’,	‘b’	and	‘c’)	are	played,	this	time	exploring	the	attack	through	

different	openings	of	the	distortion	volume.	What	happens	is	sound	as	pure	brutality:	the	

distorted	chords/clusters	as	extreme	spacing	arise	with	the	high	potential	for	feedback	and	

uncontrolled	noise.	The	material	is	being	smashed	literally	at	the	end	with	fist	clusters,	but	

mostly	 it	 is	 swallowed	 by	 its	 own	 resonance	 and	 feedback.	 One	 cannot	 hear	 the	 loop	

anymore,	there	are	no	chords,	just	a	noisy	complex	resonance	as	‘pure’	intensity	–	a	musical	

space	 of	everywhere	 |	 nowhere.	 The	 piano	 is	 detonated	 through	 the	 engagement	with	

electronic	processing	as	a	new	overwhelming	and	overwhelmed	sound	space.		

	

		END	
-	check	volume	of	the	delay	pedal	for	the	next	

piece	
-	pedals:	same	settings	otherwise	

-	put	on	the	little	chimes	(2)	around	both	wrists	
	

	

9. it	means	just	what	i	choose	it	to	mean	–	neither	more	nor	less.	
(timecode	video:	15’04’’)	

	
	

9th	MINIATURE	beginning:	
à	open	volume	pedal		

à	press	loop	on	the	delay	pedal	
	

The	 piece	 maintains	 the	 performance	 space	 at	 the	 keyboard.	 It	 begins	 with	 a	 set	 of	

rhythmical	 chords	 (two	 minor	 sixths	 at	 the	 distance	 of	 a	 minor	 third	 again)	 that	 are	

processed	by	whammy	(minor	six	up	again)	and	distortion	pedals.	Around	my	two	wrists	I	

have	put	beforehand	a	set	of	little	chimes	in	a	twine	so	that	the	action	of	playing	the	chords	

makes	the	chimes	hit	the	keyboard.	All	the	histrionic	sounds	and	complex	plastic	rhythm	

give	it	a	completely	new	character.	This	event	is	recorded	with	a	loop	station	and	triggered	

in	a	p	dynamics	immediately	after	I	have	stopped	playing	it.	Together	and	superposed	to	

this	reference	from	the	recent	past	(the	loop)	I	make	melodic	opening	gestures	that	are	not	

very	precise,	but	which	somehow	relate	to	miniature	1.	As	‘free’	gestures,	they	act	more	as	

a	plasticity	 and	élan	and	go	again	 towards	 the	highest	 register,	 always	with	 the	 chimes	

accompanying	the	movement	and	hitting	the	front	of	the	keyboard.	After	insisting	on	the	

highest	register,	I	gradually	rarefy	my	gestures	while	fading	away	the	volume	of	the	looped	

event	towards	silence	and	rest.	At	this	point,	reaching	silence,	the	left	hand	controls	a	ppp	

reminiscence	of	the	loop,	emerging	from	silence,	almost	imperceptible.	

More	than	in	the	piece	before,	where	a	loop	was	also	used,	the	relation	of	past	and	present	
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is	 also	 brought	 to	 the	 foreground	 (as	 in	 miniature	 7,	 but	 in	 a	 completely	 different	

perspective).	Here	the	mechanism	that	brings	past	and	present	together	is	made	explicit:	

one	 listens	 to	 a	musical	 present	 that	 is	 triggered	 immediately	 after	 being	 played	 as	 an	

‘instantaneous	 past	 in	 the	 present’.	 Brought	 again	 to	 the	 present,	 this	 event	 is	 a	

desynchronization	of	itself	–	both	past	and	present,	neither	past	or	present,	it	means	just	

what	i	choose	it	to	mean	–	neither	more	nor	less.		

	

END	
à	set	delay	pedal	in	the	‘reverse’	position	-	off	

à	turn	whammy	pedal	to	position	8UP	(for	the	11th	
miniature)	

à	turn	Distortion	OFF	and	change	it	to	the	2nd	channel	
	

10. eat	me?	
(timecode	video:	16’27’’)	

	
	

In	this	piece	there	is	no	electronic	sound	processing,	something	which	in	a	way	brings	the	

‘past’	to	the	present	again:	as	the	title	suggests,	there	is	a	direct	reference	to	miniature	1.	

(as	 in	 Schumann’s	 miniature	 10.	 in	 relation	 to	 miniature	 1.).	 Eat	 me?	 is	 however	 the	

shortest	of	all	short	pieces:	more	than	a	musical	piece,	it	might	be	closer	to	a	little	sound	

poem,	 touching	 the	 initial	 gesture	 of	 miniature	 1.	 But	 this	 time,	 the	 gesture	 affords	 a	

plasticity	and	a	changing	magnetism	of	miniature	3.	with	a	rebound	movement	that	might	

come	from	miniature	5.	Although	very	short,	it	uses	multiple	techniques:	keyboard	playing,	

Glockenspiel	 (inside	 piano),	 techniques	 from	 miniature	 4.	 The	 piece	 finishes	 with	 two	

resonating	 beats	 with	 smooth	 mallets	 on	 two	 different	 areas	 of	 the	 metal	 structure,	

something	which	has	a	cadence	quality	(because	of	the	two	(high-low)	pitches	produced	by	

the	different	beaten	parts	of	the	structure).	These	beats	have	a	certain	resonant	swallowing	

effect	that	is	emphasized	through	the	film	editing	and	the	use	of	blackout.		

	

10th	MINIATURE		
à	check:	whammy	8UP,	

Distortion	OFF		
à	open	Volume	pedal	

11. terror	is	delight	
(timecode	video:	17’14’’)	

	
	

This	miniature	 employs	 electronic	 processing,	 namely	 the	whammy	 pedal,	which	 is	 not	

used	in	a	steady	position	this	time	(maintaining	a	stable	pitch	interval	transposition	as	in	

miniature	 9.)	 but	 for	 doing	 pitch	 glissandos	within	 the	 range	 of	 an	 octave	 instead	 –	 an	

impossible	feature	for	a	‘normalised’	piano,	and	a	feature	that	is	performed	with	the	right	

foot	oscillating	on	the	whammy	pedal.	This	electronic	set-up	has	a	somewhat	humorous	
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and	ironic	flavour,	by	producing	insect-like	sounds	(in	a	non-literal	or	evident	way).		

The	piece	begins	with	two	successive	staccato	clusters	of	the	right	hand	in	the	high	middle	

register	processed	with	this	electronic	set-up.	From	their	abrupt	ending,	the	subtle	pitch	

shifting	emerges	as	a	virtuality	that	belongs	to	the	reality	of	the	attack.	These	gestures	(the	

attack	of	chords)	have	a	strange	visual	and	audible	character	akin	to	a	‘killing	a	mosquito’	

hand	 gesture	 (again	 in	 a	 non-literal	 or	 evident	way).	 After	 these	 opening	 gestures,	 the	

mosquito-like	sound	is	explored	further	through	three	simultaneous	tremolos:	of	the	right	

hand	(simple	with	two	notes	and	then	complex:	four	or	more	notes	played	with	pronation	

and	supination	movements	of	 the	wrists	and	arms);	of	 the	 left	hand	 (the	same	kinds	of	

movements	as	the	right	hand)	in	the	contiguous	middle	register	of	the	piano;	of	the	foot	

on	 the	 whammy	 pedal	 (the	 fast	 oscillation	 up	 and	 down	makes	 a	 tremolo	 effect).	 The	

multiple	complex	tremolos	grow	in	range	and	dynamics	until	a	point	where	the	left	hand	

and	 right	 foot	maintain	 the	 tremolo	 and	 the	 right	 hand	 brings	 the	 first	 gesture	 of	 the	

clusters	in	high	register	in	an	obsessive	rhythm.	This	obsessive	intensity	of	clusters	ends	up	

in	a	 larger	cluster	and	successive	arm	and	wave-like	clusters	 spread	 towards	 the	 lowest	

register.	 The	 resonance	of	 the	wave-like	 and	 low	movements	 is	 partially	 filtered	by	 the	

piano	sustain	pedal	and	by	the	volume	pedal	controlling	the	resonance	of	the	processed	

sound.	

There	is,	again,	an	exploring	of	acceleration	towards	the	sensation	of	vertigo	as	in	miniature	

3.	and,	therefore,	both	titles	establish	a	relation	between	the	pieces.	But	in	this	context	the	

gesture	is	characterized	by	an	urgency	of	 ‘desperately	trying	to	grab	or	catch	something	

which	appears	ungraspable’.	As	 in	miniature	2.,	 there	 is	 a	 running	after	 something	 that	

disperses	all	over	and,	again,	there	is	the	ambiguity	of	the	music-making	body	which	is	both	

a	product	of	the	situation	and	its	producer.	Terror	and	delight	(the	title	of	miniature	3.)	is	

brought	further	in	this	piece	as	terror	is	delight.		

11th	MINIATURE	
à	prepare	e-bows	

à	verify	placing:	soft	mallet,	felt	mallet,	
bowl	mallet		

à	verify	bowl	stability	
	

12. kind	L.	im	einschlummern	
(timecode	video:	18’12’’)	

	
The	following	piece	is	 in	touch	with	Schumann’s	12th	miniature.	Not	only	because	of	the	

title	(which	in	this	context	hints	at	a	specific	child	L.)	but	because	it	was	thought	as	a	lullaby	

with	a	fremd	character	(something	which	in	a	way	already	happens	in	Schumann’s	Kind	im	

Einschlummern/Child	Falling	Asleep).	The	piece	is	all	played	inside	the	piano	and	proposes	

a	completely	different	perspective	of	the	musical	and	instrumental	apparatus.	It	is	a	very	

particular	piece,	that	establishes	a	kind	of	suspension	in	space	and	time,	and	a	hypnotising	

musical	space,	mostly	for	its	intense	use	of	continuous	sounds.	The	piece	begins	with	an	e-
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bow,	 putting	 a	 set	 of	 three	 piano	 strings	 of	 note	 ‘b’	 in	 continuous	 vibration	 with	 the	

simultaneous	 bowing	 of	 note	 ‘a’	 with	 horse	 hair	 (everything	 in	 pp).	 When	 a	 certain	

homogeneous	and	hypnotising	musical	space	is	installed	through	these	elements,	the	horse	

hair	is	put	aside	(the	e-bow	continues)	and	the	right	hand	beats	very	softly	on	the	piano	

strings	(pp)	with	a	soft	mallet.	It	is	a	specific	rhythmic	gesture	with	an	implicit	melody,	which	

alternates	 with	 the	 mallet’s	 very	 soft	 and	 almost	 imperceptible	 (pppp)	 rubbing	 of	 the	

strings	in	the	pegs	zone	(something	which	does	not	produce	any	pitch,	just	a	sensation	of	

a	subtlest	touch).	The	repetitive	melodic	motif	and	this	subtlest	touching	have	a	certain	

quality	of	‘autistic15	and	repetitive	subtle	gestures’	of	children	falling	asleep	(like	grabbing	

a	cloth,	sucking	on	a	pacifier,	etc.)	in	a	specific	cadence:	the	thematization	of	the	lullaby	is	

then	explored	more	through	this	specific	‘autistic’	intensity	than	anything	else.		

Event	A	continues	to	be	supported	by	continuous	sounds:	the	e-bow	that	is	continuously	

present	from	the	beginning	until	the	end	of	the	piece	and	a	new	element,	a	Tibetan	bowl	

placed	inside	the	piano,	which	is	rubbed	with	another	mallet	with	the	left	hand	(and	played	

simultaneously	with	 the	other	 referred	elements).	 The	 idea	of	 autistic	or	out	of	 control	

movements	is	reinforced	by	the	hypnotising	power	of	the	superposed	sounds	of	e-bow	and	

bowl.	At	a	certain	point	there	is	a	change	in	elements:	the	rubbing	of	the	bowl	stops	(but	

the	 e-bow	 continues)	 and	 a	 non-linear	 sequence	 of	 harmonics	 in	 the	 low	 register	

(produced/touched	by	the	left	hand	and	percuted	with	the	right	hand)	is	played	with	a	third	

mallet	 in	 a	 familiar	 rhythm	 and	 character	 with	 that	 of	 event	 A.	 However,	 these	 new	

elements	have	a	more	luminous	character,	both	for	the	star-like	quality	of	the	harmonics	

and	for	the	depth	of	register	(just	as	B	in	Schumann’s	Kind	im	Einschlummern,	which	besides	

enlarging	deepness	of	register	goes	to	the	major	key	in	section	B).	These	gestures	are	then	

repeated	and	an	odd	element	is	introduced	in	resonance	between	harmonics:	that	of	subtly	

beating	 the	 metal	 structure	 with	 the	 same	 mallet.	 After	 this	 still	 fremd	 but	 possibly	

luminous	experience	proposed	 in	B,	 there	 is	a	 return	 to	A	and	a	 long	continuous	 fading	

away.	At	the	beginning	of	this	fade	the	mallet	introduces	a	new	kind	of	movement	on	the	

strings:	 a	 subtlest	 rubbing	 as	 a	 back	 and	 forth	 movement	 which,	 in	 performance,	 is	 a	

‘movement	 in	tune’	with	my	breathing	–	gradually	 turning	 into	movement	as	breathing.	

While	 this	movement	as	breathing	 lasts,	 a	 fade	out	 is	produced	by	 the	pedal,	 gradually	

filtering	all	resonance	until	all	strings	are	dampened.	Here,	the	e-bow	stops	working	but	

the	 movement	 as	 breathing	 continues	 beyond	 the	 breathing	 sensation:	 resonance	 is	

absorbed	 in	 the	 subtle	 and	 almost	 imperceptible	 rubbing	 back	 and	 forth.	 This	 subtle	

movement	is	then	a	very	intense	and	liminal	performance	experience,	which	in	the	end	is	

nothing	but	the	music-making	body	brought	to	its	minimal	oscillation,	the	body	making	its	

minimal	oscillation	resound	–	listening.	

																																																								
15	 Nancy’s	 a	 breakthrough	 [effraction]	 is	 theorized	 as	 a	 disruptive	 sense	 or	 a	 sense	 as	 disruption,	 suspension:	 the	
“fundamental”	suspension	of	sense	(Nancy	2008,	124).	It	is	described	(idem,	116)	as	a	mute,	closed,	autistic	sense	(…)	as	
an	autism	without	an	autos	and	with	no	“self”	this	sense	is	not	only	a	sense	for	sensing	discontinuity	of	sense/meaning,	
but	a	sense	which	is	disruption	of	meaning	itself,	discontinuity.		
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12th	MINIATURE	–	END	
Prepare	for	second	part:	
à	set	whammy	6th	up	

à	check	delay	reverse	OFF		
à	check	Dist	OFF,	2nd	channel	

	
	

13. however,	says	a	poet	
(timecode	video:	22’33’’)	

	
This	piece	raises	a	series	of	major	problems:	can	it	be	considered	a	piece?	And,	in	case	it	

can	be	considered	a	piece,	can	it	be	acknowledged	as	my	piece?	What	is	it	in	fact?	What	

contents	 or	 relations	 does	 it	 produce?	 We	 might	 come	 to	 the	 conclusion	 that	 these	

questions	are	quite	difficult	to	answer…	

	

First	of	all,	we	will	try	to	formulate	what	this	piece	‘consists	of’.	In	this	sense,	we	will	begin	

by	acknowledging	that	the	strongest	semiotic	element	of	the	piece	consists	of	my	reading	

of	the	following	excerpt	of	John	Cage’s	poem	45’min	for	a	Speaker:	

	

However		

it	occurs	to	me		

to	say	more	about		

structure	

	

Specifically	this:	

We	are	now	at	the	beginning	

	

(Cage	2009,	171)	

	

The	excerpt	is	read	with	the	underwater	sounds	of	TTLG’s	opening	title	in	the	background.	

The	 reading	 of	 this	 specific	 fragment	 with	 underwater	 sounds	 can	 then	 be	 said	 to	 be	

everything	what	the	‘piece’	is	or	has,	but	perhaps	it	is	not	so:	the	piece	is	not	performed	

(read)	on	stage.	Instead,	a	video	is	projected:	a	video,	which,	again,	is	an	excerpt	of	the	film	

TTLG,	and	therefore	Daniel	C.	Neves’	visual	conception	and	re-construction	of	this	‘piece’.	

The	piece,	as	an	experience	is	then,	ultimately,	the	fragment	of	the	film	itself,	because	it	

changed	the	perception	of	the	poem	in	such	a	way	that	is	impossible	to	disentangle	one	

thing	from	the	other.	Bringing	everything	together	therefore	erases	the	possibility	of	saying	

what	the	piece	is	and	where	its	authorship	lies.	This	is	an	overwhelming	feature	of	the	film	

TTLG,	which	can	be	put	in	greater	evidence	at	this	specific	point.	Piece	and	authorship	are,	

again,	a	divergence	bringing	the	artistic	proposal	as	a	transversal	perspective	that	is	hard	

to	define.	And	 there	are	many	 intrinsic	elements	 related	 to	 this	 idea:	 first,	 the	 title	 is	a	



	

	 177	

subversion	of	Schumann’s	title	Der	Dichter	spricht	(The	poet	speaks).	In	his	title,	Schumann	

is	hinting	at	himself	(the	poet)	and	the	piece	could	be	acknowledged	as	a	most	beautiful	

sound	 poem,	 bringing	 music	 as	 an	 experience	 of	 what	 Barthes	 calls	 a	 state	 of	 quasi	

parlando16.	My	title,	However,	says	the	poet,	either	disrupts	the	possibility	of	discourse	of	

the	poet	or	it	brings	the	discourse	of	the	poet	as	disruption.	On	the	other	hand,	However,	

the	disruptive	element	in	the	title	comes	from	Cage’s	poem	that	is	about	to	be	read.	The	

poet	should	then,	in	this	case,	not	be	me,	but	Cage	and	perhaps	Schumann	simultaneously.	

But	curiously	enough,	I	am	the	one	‘speaking’,	reading	the	poem	on	the	film	and	maybe,	

after	all,	the	poet	could	also	be	me.	But	again,	not	me:	my	reflection	in	water	saying	the	

poem,	my	voice	distorted.	Is	it	me	saying	Cage’s	words	in	Schumann’s	idea	through	Daniel	

C.	Neves’	perspective?	Hard	to	disentangle	it	and	decide	who	is	who.	But	the	entanglement	

continues:	in	my	opinion,	Cage’s	fragment	has	a	flavour	of	a	Carroll	quote:	it	imposes	an	

inversion	of	the	logic	of	sense	and	structure	and	it	is	written	in	a	way	that,	(for	me),	is	as	if	

Carrol	wrote	it.	The	fragment	is	disconcerting	and	corresponds	to	the	first	time	that	voice	

is	 used	 in	 the	 whole	 solo:	However	 appears	 as	 a	 disruption	 that	 seems	 to	 come	 from	

nowhere	 in	 the	 middle	 of	 TTLG,	 subverting	 the	 logic	 of	 sense	 and	 imposing	 a	 logic	 of	

structure.	Arriving	to	the	middle	of	TTLG	we	are	‘informed’	that	we	are	at	the	beginning.		

	

In	fact,	if	we	established	that	the	looking	glass	could	be	placed	(among	other	possibilities)	

in	between	the	two	major	episodes	of	TTLG,	then	we	might	have	effectively	arrived	to	the	

beginning,	to	our	point	of	departure,	and,	who	knows,	we	might	then	have	begun	from	the	

farthest	distance	again.	

	

	

	

	

	

	

	

	

	

	

	

	

	

	

																																																								
16	See	(Barthes	1985,	306)	
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II.	
freedom	means	little.	what	i	desire	still	has	no	name	

	

	
fig.26	

	

The	second	part	erases	the	previous	logic	‘of	glimpse’,	the	logic	imposed	by	the	previous	sequential	

presentation	of	miniature	pieces.	In	terms	of	performance	situation,	this	second	part	appears	as	a	

shock	(both	because	of	the	performance	strategy	and	because	of	Daniel	C.	Neves’	visual	approach):	

the	intimate	character	of	the	first	miniatures	episode	is	approached	this	time	as	a	spreading	and	

explosive	performance	situation.	Intimacy,	as	plasticity	of	expansion	of	the	bodies	or	as	energetic	

exploring	of	the	relations	between	the	music	bodies	and	of	the	relations	of	these	bodies	towards	

themselves	(something	which	until	now	had	been	explored	through	this	glimpsing	and	ungraspable	

perspective)	is	exposed	in	this	second	part	more	obviously	as	virtuosity.	

	

In	this	second	part,	music	and	virtuosity,	 through	this	perspective	of	 intimacy,	are	a	paradoxical	

exercise	of	going	after	what	one	desires	and	still	has	no	name.	This	relation	of	the	bodies	towards	

themselves	and	towards	one	another	 is	 then	explored	both	through	their	urge	for	 freedom	and	

their	 confinement.	 Freedom	 means	 little:	 as	 a	 concept,	 freedom	 is	 simultaneously	 not	

encompassing	enough	and	encompassing	too	much,	because	the	body	is	this	paradox,	which	can	

only	get	out	of	itself	through	itself.	The	‘unlimited’	potential	of	the	bodies	is	exhaustively	explored,	

drained	until	the	limits	of	exhaustion	of	the	bodies	themselves.	The	bodies	are	explored	as	paradox:	

an	unlimited	potential	for	exhaustion.		

In	 TTLG	 this	 is	 put	 in	 practise	 in	 a	 specific	 way:	 the	 relations	 between	 the	musical	 bodies	 put	

disruption	in	evidence,	mostly	through	the	instrumental	apparatus	point	of	view.	The	detonation	

mechanism	 that	 disrupts	 and	 re-creates	 is	mostly	 regarded	 through	 this	 perspective	 of	 a	 non-

integer	 instrumental	 set	 up,	 whose	 disruptive	 features	 can	 be	 regarded	 as	 a	 failure	 of	 the	
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instrument	when	it	comes	to	corresponding	to	the	instrumental	standards	of	expectation	and	at	

the	same	time	as	an	empowerment	of	the	instrument	as	creative	potential.	This	piano	is	not	any	

piano	 but	 a	multiple	 and	 complex	 array	 of	 ideas,	 relations,	 consciously	 or	 unconsciously	 built,	

developed,	imagined	through	years	of	relations	with	other	music	bodies,	years	of	developing	my	

body	as	a	music	body	in	relation	to	other	music	bodies.	But	a	piano,	as	an	instrument,	is	not	only	

the	relations	and	connections,	but	also	the	gaps	in	between	each	relation	and	connection:	the	piano	

is	a	set	of	connections	but	mostly	disconnections:	a	mirror	trembling	upon	itself.		

	

	

freedom	means	little.	what	i	desire	still	has	no	name	unfolds	through	six	different	parts	that	explore	

different	detonation	mechanisms	of	the	instrument	through	different	performance	approaches.		

	

à	turn	ON	delay!	
	

1. turn	out	your	toes	as	you	walk	–	and	remember	who	you	are!	
(timecode	video:	23’28’’)	
	

The	second	episode	is	brought	by	a	first	musical	event	(which	I	often	refer	to	as	Scherzo,	because	

of	its	character),	that	explores	mostly	materials	brought	by	miniatures	9	and	11	(superposed	minor	

sixth	 chords	 in	 endless	 transpositions,	 figurations;	 the	 use	 of	 different	 tremolo,	 the	 use	 the	

whammy	pedal	in	an	oscillating	position	with	the	same	settings	as	in	11,	etc).	But	this	exploring	of	

materials	 is	 mostly	 an	 exercise	 of	 forging	 fragments	 with	 endless	 contrasting	 characters	 and	

intensities,	an	exercise	of	bringing	 them	 in	confrontation.	More	 than	 in	a	 logic	of	development,	

there	is	again	a	logic	of	exploring	conflict	in	between	fragments:	fragments	are	brought	together,	

apart,	through	listening.	It	is	the	dynamism	of	this	‘in	between’,	of	this	engagement	of	fragments	

as	 music	 bodies	 that	 shapes|unshapes	 the	 shape.	 This	 exercise	 did	 however,	 with	 time	 and	

performance	practice,	evolve	into	an	intensifying	of	its	complexity,	through	the	progressive	opening	

to	all	other	keyboard	materials	used	 in	the	13	miniatures:	brought	together,	exploring	tensions,	

intensities,	exploring	the	body	of	music	as	this	‘in	between’	that	is	not	totally	in	control.	But	this	

confrontation	is	then	a	detonation	mechanism,	acting	through	a	feeding	of	intensity.		

	

à	Put	Delay	on	reverse	position	(ON)	
At	the	end	of	cresc.	as	simultaneously	as	possible:	

àDELAY:	turn	off	button;	and		
à	feedback	knob	immediately	down	as	fast	as	possible;	and	

à	almost	simultaneously:	press	NANOpad’s	ON	button	–	audio	file	Creatures;	
	

2. which	dreamed	it?	
(timecode	video:	28’01’’)	

	
The	second	event	explores	inside	piano	possibilities	already	brought	in	13	mini(cre)atures,	but	with	

a	 new	 electronic	 set	 up:	 the	 delay	 in	 reverse	 position	 used	 with	 gradual	 increasing	 feedback	
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(controlled	with	the	feedback	knob	of	the	delay	pedal).	Some	of	the	techniques	of	inside	piano	–	

bowing	piano,	Glockenspiel,	playing	with	mallets	in	structure,	bowls,	strings,	etc.	–	are	then	brought	

together	 as	 coexisting	 fragments.	 But	 the	 reverse	 delay	 effect	 that	 affects	 all	 performance	 is	 a	

twisted	one:	it	is	slowly	shaping	the	musical	space	of	here	into	a	paradoxical	here	and	everywhere|	

nowhere.	Music	 and	 instrumental	 apparatus,	 as	 shaping	processes,	 are	 gradually	 taken	 to	 their	

extremes,	 unshaped.	 This	 happens	 through	 intensification	 of	 feedback	 effect	 and	 performance	

techniques	(mostly	through	the	gradual	transformation	of	‘horse	hair’	bowing	into	‘hard	bowing’,	

a	technique	which	only	produces	the	sound	of	intense	friction	and	no	pitch	feature	of	the	strings).	

All	 materiality	 is	 then,	 through	 feedback	 and	 ‘hard	 bowing’,	 increasingly	 distorting	 and	

metamorphosing	into	a	complex	and	unbearable	loud	noise.	Feedback	is	then	brought	not	as	an	

abstract	idea,	but	as	a	most	concrete	and	unbearable	sound	feature	that	can	be	measurable	and	

(un)controlled	into	a	certain	specific	point	with	a	knob.	The	process	where	‘further	shaping’	begins	

to	 swallow	 its	 shape	 can	 be	 clearly	 perceived	 here.	 This	 unlimited	 feedback	 is	what	 brings	 the	

elements	 in	 an	 unbearable	 relation:	 the	 process	we’re	 trying	 to	 explain	 is	 here	 rendered	more	

graspable,	 for	 the	 enormous	 sound	 proportions	 of	 noise	 and	 loudness	 it	 reaches.	 The	 piano	 is	

overwhelmed	towards	the	limits	until	there	is	no	identity	trace	of	a	normalised	piano,	the	piano	is	

there,	but	nowhere	to	be	found.	

This	unbearable	state	of	the	music	as	noise	brings	the	limits	of	the	bearable/unbearable	as	extreme	

sensorial	experience	to	the	foreground.	The	noise	is	maintained	for	some	unmeasurable	seconds.	

And	it	is	in	fact	an	experience	that	defies	time	as	measurable,	because	the	unbearable	brings	time	

as	intensity	and	not	as	a	measure	that	can	be	replicated:	few	extreme	seconds	can	seem	to	last	for	

hours,	ages.	At	this	point	 in	this	extreme	performance	experience,	 I	suddenly	turn	off	 the	delay	

effect	and	feedback,	and	the	experience	falls	into	sudden	silence,	an	action	that	tends	to	produce	

the	sensations	of	extreme	fall,	vertigo,	and	loaded	emptiness	again.	I	turn	all	these	settings	off	and,	

as	fast	as	I	can,	I	trigger	the	audio	file	V.,	which	will	constitute	the	following	musical	event.		

	

3. looking	glass	creatures		
(timecode	video:	33’06’’)	
	

We	have	 already	 analysed	 freedom	means	 little.	what	 i	 desire	 still	 has	 no	name	 III	 through	 the	

perspective	of	the	instrumental	apparatus	in	the	chapter	about	TTLG’s	Electronics	Sound,	corpuses	

of	studio	compositions17.	That	 the	normalised	piano	 identity	and	music	semiotics	are	swallowed	

and	 destroyed	 in	 the	 previous	 section	 through	 a	 process	 of	 unlimited	 feedback	 turns	 on	 the	

possibility	 for	 further	 spacing:	 the	 instrumental	 apparatus	 emerges	 from	 this	 violence	 and	

eradication	as	a	farther	abstraction,	as	a	specific	audio	assemblage.	The	studio	composition	creates	

a	 time	 and	 spatial	 suspension	 regarding	 the	 previous	 and	 the	 following	 music	 events.	 Using	

continuous,	 but	 also	 intermittent	 sounds	 and	 interferences,	 and	 using	 Carroll’s	 citations	 and	

descriptions	 of	 creatures,	 the	 instrumental	 apparatus18,	 like	 a	 phoenix,	 emerges	 suspended,	

																																																								
17	See	Cluster	III,	chapter	VII,	3.	(Instrumental	Apparatus,	Electronics)		
18	See	previous	note.	
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arealised,	as	an	oneiric	dystopic	sound	space	of	a	somewhere	nowhere	to	be	found.	The	piece	is	

triggered	 by	me,	 right	 after	 having	 stopped	 performing	 the	 crescendo	 of	 the	 previous	 section.	

Having	stopped	playing,	 I	continue	however	 ‘performing’	 the	surprise	of	 this	piano	transduction	

into	an	ungraspable	array	of	creatures:	looking	inside	the	piano,	outside	the	piano,	I	prepare	the	

various	settings	for	what	follows.	This	preparation	is	extremely	important	for,	in	the	next	event,	I	

will	be	in	a	position	where	I	cannot	reach	any	controller	or	pedal	at	all:	 it	means	that,	here,	the	

success	of	the	electronics	and	piano	preparation	is	non-reversible.	This	music,	as	suspension,	and	

the	curiosity	about	a	where	or	a	what	creatures	is	reinforced	by	the	fact	that	my	figure,	after	some	

time,	disappears	(in	the	film	my	figure	disappears	and	emerges	sometimes	as	a	glimpse,	and	on	

stage	it	disappears	under	the	piano).	This	going	under	the	piano,	besides	being	a	necessary	feature	

for	what	is	about	to	be	performed	as	new	musical	space,	is	a	determining	performing	statement.	

Going	under	the	piano,	dressed	in	a	similar	way	as	Alice,	establishes	a	clear	relation	with	children’s	

gestures	 of	 getting	 under	 tables,	 beds,	 etc.,	 finding	 secret	 corners	where	 they	 can	 create	 new	

imageries,	new	worlds	and	possibilities.	 It	 is	then	a	performance	statement	that	has	a	particular	

subversive	 taste	 of	 completely	 undermining	 and	 sabotaging	 the	 serious	 and	 untouchable	 ritual	

associated	with	piano	performance.	More	than	claiming	for	an	abstract	freedom,	it	is	a	statement	

that	urges	for	the	possibility	of	finding	and	creating	new	movement,	new	sensations,	new	spacings:	

it	urges	for	the	plasticity	and	creativity	of	the	bodies,	which	here	means,	of	course	(that	which	is	

harder	to	forge)	the	plasticity	and	creativity	of	minds.		

	

DURING	the	audio	file:	
	

Before	going	underneath	the	piano:	
DELAY	

à	turn	ON	
à	settings	800	

à	all	knobs	at	12	o’clock	
	

à	GO	UNDERNEATH	THE	PIANO		
à	ALONG	THE	WAY:	PUT	MALLET	ON	THE	SUSTAIN	PEDAL	

à	CHECK	position	of	every	mallet	and	prop	
à	settle	in	position	for	the	next	piece	
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4. and	I	listen:	it’s	the	sound	of	them		
(timecode	video:	34’37’’)	

	

	

fig.	27	

	

	

What	happens	next,	underneath	the	piano,	 is	a	proposal	for	a	quite	overwhelming	performance	

experience,	 with	 a	 certain	 ritualistic	 character.	 Before	 analysing	 the	 performance	 itself,	 it	 is	

meaningful	to	review	the	second	level	of	semiotic	actions	that	precede	this	moment:	before	going	

under	the	piano,	the	delay	pedal	is	activated	and,	while	going	under,	the	piano	sustain	pedal	is	fixed	

down	with	a	mallet.	Below	the	piano,	after	having	fixed	down	the	pedal	and	reached	the	props	

(mallets	and	chapchas	of	chacani	seeds)	my	figure	lies	down,	face	up.	All	action	of	going	under	and	

grabbing	 the	 props	 unfolds	while	 the	 previous	 audio	 file	 is	 running:	 as	 soon	 as	 it	 ends,	 a	 new	

performance	 experience	 is	 initiated.	 This	 freedom	 means	 little	 fourth	 event	 is	 presented	 as	 a	

percussion	 piece	 that	 establishes	 the	 instrumental	 apparatus	 with	 the	 following	 different	

percussion	sound	possibilities:	the	powerful	low	bass	of	the	soundboard	of	the	piano	played	with	a	

soft/smooth	mallet;	 the	 sound	 of	 striking	 the	wooden	 bars	 supporting	 the	 soundboard,	with	 a	

wooden	mallet;	the	metal	bars	of	the	pedals	also	played	with	wooden	mallets.	Wooden	bars	offer	

a	range	of	different	pitches	according	to	their	length,	something	which	increases	the	possibilities	

of	sound	in	pitch	and	also	in	impact:	smaller	and	higher	pitched	wooden	bars	are	usually	more	acute	

when	they	are	beaten.	As	for	the	two	metal	bars	of	the	pedals,	they	produce	a	medium,	slightly	
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distorted	sound	(for	 its	strange	vibration)	and	they	usually	have	(depending	on	the	piano)	slight	

differences	 in	 sound	 features	 that	 can	be	explored.	Because	 the	 sustain	pedal	 is	 down	and	 the	

strings	resonate	along	with	the	beats,	and	because	the	piano	is	amplified	and	further	processed	

with	 delay,	 the	 piano	 is	 not	 just	 another	 percussion	 instrument,	 but	 a	 massive	 percussion	

instrument	with	an	enormous	sound	potential.	And	most	of	all,	it	appears	as	a	visual	and	audible	

shock,	for	the	‘brutal’,	unexpected	and	unforeseen	percussive	performance	approach19	and	for	the	

massive	scale	of	sound	that	might	seem	to	threaten	the	integrity	of	the	piano.		

This	percussion	piece	consists	of	a	sequence	of	two	similar	events	where	I	explore	the	potential	of	

these	percussion	tools,	again	until	a	certain	limit	of	exhaustion	of	the	music	bodies	–	music-making	

body,	instrument	body,	listening	body	and	body	of	music.	A	steady	pulse	is	imposed	by	the	delay	

that	is	activated	by	each	beat,	a	pulse	which	I	try	to	contradict.	After	a	first	approach	or	event,	the	

music-making	 body	 stops	 and	 rests,	 playing	 with	 the	 wind	 chimes	 that	 are	 hanging	 from	 the	

wooden	structure,	again	 in	a	child-like	approach.	This	 is	a	somewhat	disruptive	element:	after	a	

‘brutal’	and	inconsequent	approach,	the	body	arises	through	a	childish	and	dream-like	perspective.	

After	resting,	while	playing	with	the	wind	chimes,	a	second	approach	is	initiated,	and	the	limits	of	

the	bodies	are	pushed	further.	The	second	beating	approach,	amplifying	the	first,	ends	with	the	

action	of	playing	the	little	wind	chimes	again.	This	time	this	action	seems	to	produce	a	‘magical’	

situation:	behind	me	(behind	my	head,	and	at	a	certain	distance	on	the	stage),	a	giant	mobile	with	

creatures	comes	slowly	down	above	a	toy	piano,	which	was	also	hidden	from	the	audience	until	

this	moment.	Lying	down,	always	playing	the	wind	chimes	with	a	string	on	my	wrist,	I	stay	in	this	

position	for	some	time	and	slowly	head	towards	the	toy	piano	and	the	mobile	(always	playing	the	

chimes	through	the	string	on	my	wrist).	

The	piece	has	a	distinctly	ritualistic	character,	and	in	its	reduced	music	material	music	bodies	are	

clearly	presented	as	beating	bodies,	or	bodies	that	are,	on	the	one	hand,	reduced	to	their	beating	

features,	 and	 on	 the	 other	 enlarged,	 amplified	 and	 empowered	 by	 exploring,	 intensifying	 this	

beating	feature.	

	

àPick	the	string	attached	to	the	little	chimes	mobile	which	is	hanging	under	the	
piano	and	go	towards	the	toy	piano	(putting	the	string	around	the	left	wrist).	

à	at	the	toy	piano,	check	position	of	props	and	big	mobile	
	

	

5. i	bring	a	powder	that	could	gild	eternity	itself.	
(timecode	video:	37’56’’)	
	

When	kneeling	at	the	toy	piano	(the	possible	position	for	playing),	the	sixth	audio	file20	is	triggered	

by	 the	 sound	 technician.	 As	 a	 studio	 composition	 that	 explores	 mostly	 chime-like	 and	 non-

tempered	sounds,	it	renders	from	the	beginning	a	somehow	oneiric,	fremd	and	suspended	musical	

space.	The	music	 forges	a	strange	space-time,	because	of	 the	combination	of	 the	oneiric	studio	

																																																								
19	I	don’t	know	any	similar	approach	that	has	been	done	prior	to	this	one.	
20	See	chapter	TTTLG,	Chapter	VII	Instrumental	apparatus,	Sound	corpus	of	studio	compositions.	
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composition	with	the	specific	kind	of	interaction	produced	with	the	mobile	and	toy	piano	on	stage:	

1)	the	piano	seems	to	‘have	shrunk’	into	a	toy	piano	(a	possible	connection	to	Alice’s	magic	potion)	

or	it	appears	as	an	other	piano;	2)	I	am	playing	this	toy	piano,	music	boxes	and	Tibetan	bowls	(placed	

on	top	and	on	the	side	of	the	toy	piano)	and	the	wind	chimes	(hanging	from	the	big	piano)	with	a	

string	around	my	left	wrist	3)	this	performance	is	played	together	with	the	studio	composition;	4)	

at	 the	 same	 time	 I	 am	 interacting	 with,	 engaging	 with	 the	 ‘creatures’of	 the	 mobile:	 my	

manipulation	makes	them	move	all	around	(myself	and	the	toy	piano),	and	therefore	I	also	have	to	

slightly	dodge	from	them	in	order	not	to	hurt	myself	(they	are	thin	metal	figures	and	they	bounce	

all	around).	When	the	audio	piece	ends	and	I	stop	playing	the	toy	piano,	I	slowly	leave	this	stage	

position	and,	always	playing	the	wind	chimes	with	the	string	around	my	wrist,	I	go	towards	the	‘big	

piano’	(also	performing	the	second	level	of	semiotic	actions	described	below).	There	is	no	actual	

silence	 between	 each	 event,	 freedom	 means	 little	 is	 a	 continuous	 but	 ever	 shifting	 spreading	

through.	

	

	

TOYPIANO	–	END	
GO	TOWARDS	THE	PIANO	with	the	string	attached	to	little	wind	chimes	mobile	

ALONG	THE	WAY:	put	big	critter	inside	the	piano	
Take	the	MALLETT	OFF	the	sustain	PEDAL		

MXR:	
-	Distortion	ON	

-	set	for	Channel	2		
WHAMMY	setting:	

-	Dive	bomb!	
DELAY	
-	Hold	

	
After	loop:	set	whammy	for	6th	UP	

	

6. near	to	the	wild	heart	
(timecode	video:	40’43’’)	

	
After	all	the	set	ups	have	been	finished	(they	are	done	as	fast	as	possible	while	still	playing	the	wind	

chimes),	the	low	distorted	beating	loop	that	was	already	used	in	miniature	8	is	produced	again	in	a	

faster	tempo	(the	wind-chimes	stop).	All	of	this	sixth	event,	as	a	kind	of	coda,	consists	in	the	simple	

superposition	 of	 fragments	 as	 loops,	 each	 of	 them	 with	 all	 kinds	 of	 different	 techniques	 and	

elements	 that	 are	 used	 through	 the	whole	 piece.	 Superposition	 is	made	 again	 in	 a	 strategy	 of	

exhaustion	of	the	bodies,	in	a	logic	where	‘further	shaping’	again	means	the	music	and	instrumental	

apparatus	 swallowing	 themselves	 as	 semiotic	 contents	 (the	 autoimmune	 event).	 This	 intensity	

crescendo,	 which	 is	 produced	 not	 only	 by	 loudness	 but	 by	 the	 distortion	 and	 feedback	 that	

superposition	begins	to	create	after	a	certain	point,	is	taken	to	its	limits	again.	When	the	limit	is	

being	 reached,	 the	 giant	 critter	 (which	was	 placed	 back	 on	 the	 sound	 board	 beforehand,	 with	

rubber	its	feet	between	the	strings)	is	winded-up	by	me	(an	action	which	goes	somewhat	unnoticed,	
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because	of	the	loudness	and	distortion	of	the	music).	When	the	process	of	winding	up	is	complete,	

I	play	two	‘brutal’	beats	with	the	piano	lid	against	the	piano	body:	the	first	one	with	the	sustain	

pedal	open	and	the	second	with	no	pedal.	In	the	second	one,	I	unleash	the	critter	and	stop	the	loop	

at	the	same	time.	A	vertigo	sensation	might	be	produced	through	stopping	the	loop	and	unleashing	

the	mechanism.	The	critter	is	left	trembling	alone	as	I	leave	the	stage,	until	it	the	mechanism	loses	

wind	 and	 stops.	 This	 time,	 although	 amplified,	 no	 sustain	 pedal	 is	 used	 and	 the	 strings	 do	 not	

resonate	along	–	it	produces	a	low,	concrete	and	precise	impacting	sound.	One	listens	and	perceives	

its	clear	beating	and	its	slowing	down	until	it	comes	to	a	complete	rest.		
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fig.28	

	
	

IN	PRAISE	OF	DISORDER	
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Attachments	

	
	
	

	
fig.29	

	
	

	
	
IPD	(folder),	containing:	

1)	the	audio	of	the	CD	In	Praise	of	Disorder	(2013);		

2)	the	booklet	of	the	CD	In	Praise	of	Disorder	(released	by	Shhpuma	2013);		

3)	a	(live)	video	with	fragments	of	all	the	seven	pieces	of	In	Praise	of	Disorder	(shot	in	the	

première	of	its	‘final’	version	at	Maria	Matos	Theatre,	in	2013);		

4)	a	(live)	video	of	the	complete	piece	In	Praise	of	Disorder	V.	(shot	in	the	première	of	its	‘final’	

version	at	Maria	Matos	Theatre,	in	2013);	
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BODY	OF	MUSIC	AS	ITS	OUTSIDERS	
	
	

I. Work	as	engagement	with	other	works/ideas:	outlining	a	constellation	
of	affects		

	
1. Engagement	with	Book	of	AA,	Mr.	Swedenborg	&	animalescos	

	

I	have	already	mentioned	Pedro	Diniz	Reis’s	Book	of	AA1	and	my	piece	6489	AA	for	prepared	piano,	

whose	score	was	developed	after	the	graphic	image	of	certain	pages	chosen	from	the	Book	of	AA	2.		

fig.	30	

																																																								
1	See	Cluster	I.,	Chapter	I.	4.	Towards	the	beginning	of	this	research	Project	–	In	Praise	of	Disorder.		
	
The	work	in	question	is	O	Livro	dos	AA	=	The	Book	of	A’s	(Diniz	Reis	2011),	a	book	that	lists	all	the	words	of	a	Portuguese	
dictionary,	more	precisely	96,715	words.	The	words	were	ordered	alphabetically	(A-Z)	 in	four	columns	by	page.	All	the	
letters	 from	 the	 list	 were	 deleted	 except	 the	 A’s.	 Description	 available	 at	 Pedro	 Diniz	 Reis’s	 website	 –		
http://www.pedrodinizreis.net/Work.aspx?ID=112).	

2	The	Performances	of	6489	AA	for	prepared	piano	took	place	in	Culturgest	Porto	(2011)	and	Culturgest	Lisbon	(2011).	
The	initial	intent	of	releasing	the	score	was	not	fulfilled.	
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6489	AA	for	prepared	piano	was	developed	 in	three	parts,	exploring	magnets	as	possibilities	 for	

preparing	the	piano3	and	working	mostly	on	the	ideas	of	simultaneity	and	complexity	(something	

which	is	more	exhaustively	explored	in	the	third	piece	of	6489	AA	for	prepared	piano,	Obstinado).	

The	idea	of	many	contradictory	things	happening	at	various	levels	at	the	same	time	was	taken	to	

its	ultimate	consequences	as	in	complexity/new	complexity	musical	approaches:	the	score	(in	this	

case,	my	instructions	on	the	graphics	of	Book	of	AA)	was	presenting	itself	as	an	impossible	task	for	

the	 performer,	 proposing	 an	 excess	 of	 simultaneous	 events	 to	 be	 performed.	 This	 idea	 of	

simultaneity	of	contradictory	events	and	(im)possibility	was	then	explored	further	through	In	Praise	

of	Disorder.4	

	

However,	 the	 strategy	 for	 In	 Praise	 of	 Disorder	would	 not	 be	 one	 of	 using	 the	 score	 as	 a	 pre-

conceived	 semiotic	 structure	 to	 force	 the	 body	 into	 disruption,	 as	 in	 Obstinado	 of	6489	AA	 for	

prepared	piano.	Instead,	the	strategy	would	now	flow	from	the	complex,	paradoxical	and	disruptive	

bodies	towards	their	(im)possibilities	for	finding	‘other’	singular	flexible	structures,	‘other’	ways	of	

pulling	together.		

The	connection	to	Pedro	Diniz	Reis’	Book	of	AA	was	then,	as	it	will	be	further	explained,	brought	to	

the	context	of	In	Praise	of	Disorder	later	on:	working	together	with	Daniel	C.	Neves,	Pedro	D.	Reis	

was	responsible	for	exploring,	in	video,	specific	ways	of	manipulating	text	fragments,	using	similar	

procedures	to	the	ones	used	in	his	Book	of	AA.	

	

This	second	piece	of	the	trilogy	was	developed	through	different	phases	and	processes	during	2011-

2013	and	presented	 in	different	ways	 through	 these	various	phases.	Another	engagement	with	

other	works	established	through	these	processes	was	Gonçalo	M.	Tavares’	book	Mr.	Swedenborg	

and	the	geometrical	investigations5	(Tavares	2009),	from	which	the	title	In	Praise	of	Disorder	was	

taken.	 Belonging	 to	 M.	 Tavares’	 The	 neighbourhood	 collection,	 the	 book	 is	 inspired	 by	 the	

personality	 of	 Emanuel	 Swedenborg,	 and	 is	 a	 collection	 of	 illustrated	 fragments	 that	 establish	

themselves	as	poetic	exercises	for	thinking	another	kind	of	geometry:	a	geometry	of	affects	and	

forces,	 a	 geometry	 that	 puts	 the	 duality	 of	 matter	 and	 form	 in	 question.	 All	 titles	 (except	 for	

Overture,	the	first	piece	of	 IPD)	and	The	elegant	fall	 (the	last	piece	of	 IPD)	were	taken	from	this	

book.	

	

	

	

	

																																																								
3	 This	 preparation	 technique	was	 invented	 and	 developed	 by	 Brazilian	 composer/pianist	Michelle	 Agnès,	who	 kindly	
offered	me	some	magnets	once,	when	passing	through	Lisbon.	
4	However,	as	said	before,	using	the	fixed	graphics	of	the	Book	of	AA	as	a	pre-conceived	form	or	structure	that	precedes	
music	 went	 against	my	musical	 intents	 of	 working	 from	 and	 towards	 the	music	 bodies.	 Putting	 away	 the	 graphical	
structure,	a	new	strategy	was	established	in	order	to	work	on	some	of	the	materials	and	poetic	directions	of	6489	AA	for	
prepared	piano.	
	
5	Translation	by	the	author:	O	Sr.	Swedenborg	e	as	investigações	geométricas.	
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In	Praise	of	Disorder	

	

I. Overture	

II. Hierarchy	of	Insanity	

III. Weakness	of	solids	

IV. All	that	is	light	has	a	dark	part	(Lullaby)	

V. Praise	of	disorder	

VI. Reality,	imagination	(a	method	not	to	go	insane)	

VII. The	elegant	fall		

	

A	first	version	of	this	second	solo	was	presented	in	2011	at	Festival	Música	Viva	2011	at	CCB6:	it	

was	a	short	version	including	pieces	II.,	III.,	IV.,	V.,	still	at	an	early	stage	of	development.	After	my	

PhD	research	was	initiated7	(October	2012)	IPD	was	further	expanded	and	elaborated.	In	November	

2012,	as	an	artist	in	residence	in	ORT	–	Peter	Kowald	Gesellschaft	in	Wuppertal,	a	first	version	of	

piece	VI.	Reality/	imagination	(a	method	not	to	go	insane)	was	created	and	previous	pieces	were	

refined.	At	the	end	of	the	residence,	a	second	version	of	the	solo	was	performed	both	in	Wuppertal	

and	Berlin.	This	version8	was	again	then	further	developed	and	recorded	in	the	Easter	of	that	same	

year9.		

	

Throughout	this	time,	another	level	was	created	for	the	music,	associated	with	text	and	voice,	and	

suggested	 by	 the	 engagement	 with	 M.	 Tavares’	 quote/fragment	 unleashing	 lines	 from	 things10	

(from	Mr.	Swedenborg’s	text	Reality/	Imagination	(a	method	not	to	go	insane).	Hence,	the	multi-

dimensional	body	of	music	opened	for	this	other	level,	developed	through	studio	composition.	The	

resulting	audio	assemblages	were	then	conceived	to	be	played	together	with	performance	on	stage	

–	again	a	space	as	liminality	of	signification,	between	sound	and	word.		

	

The	first	idea	was	to	work	together	with	Gonçalo	M.	Tavares,	in	order	to	create	poetic	spaces	of	

suspension	together,	feeding	or	interfering	with	the	music.	A	space	where	the	word	could	be	still	

																																																								
6	Centro	Cultural	de	Belém,	Pequeno	Auditório.	
7	 Firstly	 focusing	 on	 chaos	 theory,	 dynamic	 systems	 and	 the	 contradictions	 between	 chance/determinism	 and	
order/disorder,	and	the	application	of	these	ideas	in	musical	composition.	But	only	to	reach	the	same	conclusion:	in	my	
practise	I	did	not	want	to	impose	an	external	(scientific)	structure	on	the	body	of	music	in	a	logic	of	fitting	one	in	the	
other	(a	common	practise	in	20th	Century	music	composition).	The	poetic	ideas	of	simultaneity,	complexity,	paradoxical	
co-existence	of	disorder	and	order	were	kept	for	this	project,	but	the	rigidity	of	a	pre-conceived	formal	structure	was	
again	put	aside.	The	logic	would	then	remain	that	of	thinking	from	the	perspective	of	the	bodies,	or	from	this	relation	of	
the	bodies	towards	themselves.	
	
8	This	version	was	performed	 in	Germany	 (Mainz	and	Koblenz)	at	ClassicClash	events	and	 recorded	 for	SWR2.	 It	was	
further	performed	in	Aveiro	University	in	the	context	of	this	PhD	research	(January	2013).	
9	Recordings	 took	place	at	DECA	auditory,	Aveiro	University	with	Hélder	Nelson	 (sound	engineer)	and	Luís	 J.	Martins	
(music	assistance).	
10	Translation	by	the	author:	deixar	sair	linhas	das	coisas.	
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in	a	state	between	disorder	and	order,	a	state	of	emergence	that	is	not	yet	exteriority	but	also	not	

complete	interiority:	a	space	as	in	between.	This	first	idea	was	that	Gonçalo	M.	Tavares	would	write	

specifically	for	this	context.	However,	because	there	was	not	enough	time	(the	premiere	and	the	

CD	 release	 were	 scheduled	 for	 an	 upcoming	 Maria	 Matos	 Theatre/Gulbenkian	 Foundation	

Theatre/Music	cycle,	and	Gonçalo	M.	Tavares	was	overwhelmed	with	work),	this	idea	was	aborted	

and	another	fruitful	outcome	was	found.	During	this	process,	M.	Tavares	was	finishing	the	book	

animalescos,	a	book	that,	by	‘chance’,	I	found	ideal	for	this	context,	and	which	turned	out	to	be	a	

determinant	engagement.	animalescos	appears	as	a	very	different	or	unusual	writing	exercise	in	

the	 context	of	M.	 Tavares’	many	writing	 approaches.	 It	 can	be	 regarded	as	 a	hallucinatory	 and	

almost	predatory	exercise	of	writing,	bringing	this	exercise	towards	a	state	between	possibility	and	

impossibility	of	narrative,	between	human	and	animal	(and	therefore	also	the	title),	order/disorder,	

freedom/domestication,	sanity/insanity,	etc.	The	text	has	the	character	of	an	overwhelming	and	

unstoppable	 fuse	 spreading	 through,	 bifurcating	 in	 every	 direction	 at	 hallucinating	 speed.	

Proposing	a	complex	and	multi-directional	acceleration	movement,	I	considered	this	approach	the	

perfect	fit	for	my	context.	

	

As	in	TTLG,	a	text	assemblage	was	made	with	various	fragments	chosen	from	animalescos	and	Mr.	

Swedenborg	and	the	geometrical	investigations11.	The	reading	of	this	assemblage	of	fragments	was	

then	worked	on	along	with	actress	Rosinda	Costa	and	recorded	through	various	approaches.	The	

CD	release	and	the	première	of	the	‘final’	version	of	the	piece	took	place	at	Maria	Matos	Theatre	

on	October	4th	2013.		

	

	

2. Engagement	with	other	collaborators:	Daniel	Costa	Neves	&	Pedro	Diniz	Reis.	
	

IPD	was	conceived	as	a	stage	performance	and	as	an	audio	CD,	but	not	as	a	film.	The	collaboration	

with	Daniel	C.	Neves	would	then	necessarily	assume	a	quite	different	process	and	approach	from	

that	of	TTLG:	the	staging	of	this	piece	was	not	a	re-construction	of	previously	elaborated	ideas,	but	

a	construction	conceived	from	the	very	beginning.	

	

Our	first	conversations	led	us	to	the	concepts	of	chaos	theory,	non-linear	systems,	and	the	idea	of	

non-duality	of	order/disorder.	Through	these	concepts	Daniel	C.	Neves	came	to	another	 idea	of	

exploring	various	forms	of	video	noise,	such	as	pixelization	patterns,	grain	noise,	television	static	

noise.	For	this,	he	‘manipulated’	previously	existing	videos	through	various	processes,	exploring	the	

microcosm	 of	 these	 videos	 and	 exposing	 an	 almost	 ‘organic	 behaviour	 or	 life’	 of	 their	 pixels.	

Through	 these	 processes	 new	 imperceptible	 videos	 were	 then	 produced,	 with	 very	 abstract	

																																																								

11		And	a	very	short	fragment	from	Uma	viagem	à	Índia	(Tavares	2010).	
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textures	and	shapes.	Although	very	abstract,	these	videos	were	working	on	the	theme	of	repetition	

of	patterns/shapes,	randomly	altering	themselves	within	these	patterns.	

	
fig.31	

	

Daniel	C.	Neves’	main	idea	for	the	staging	of	the	piece	was	then	one	of	producing	particular	videos	

with	these	textures	and	patterns,	that	would	act	both	as	scenography	and	as	lighting.	This	approach	

was	 then	 conceived	 through	 two	 video	 projections:	 one	 frontal,	 on	 a	 black	 scrim	 or	 black	

background,	with	an	angle	that	also	projects	on	(and	illuminates)	the	music-making	body	and	piano;	

and	one	vertical,	hanging	from	the	grid,	on	the	piano	and	centre	stage,	projected	on	the	floor.	Each	

projection	 would	 be	 approximately	 6m	 x	 6m,	 together	 making	 a	 12m	 x	 6m	 rectangle.	 The	

projections	should	be	independent,	so	that	it	is	also	possible	to	use	only	one.		

	

	

fig.32	

	

The	 collaboration	 process	went	 as	 follows:	 through	 the	 composing/performing	 process	 I	would	

send	Daniel	C.	Neves	recordings	of	each	 IPD	piece.	He	would	then	work	on	various	approaches,	

exploring	(in)determinate	texture(s),	pattern(s))	and	would	begin	to	produce	a	specific	video	for	

each	particular	piece.	Except	for	the	video	of	the	last	piece,	which	uses	a	wide	palette	of	colours,	

all	videos	were	explored	and	conceived	as	relatively	monochromatic,	in	the	realms	of	black-white	

and	pale	blue-green	colours.	For	the	specific	moments	where	the	level	of	the	voice	appears,	Pedro	
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Diniz	 Reis	 produced	 text	 animations	 (that	 appear	 alone	 or	 as	 superpositions	 to	 these	 textures)	

where	the	text	is	systematically	being	boycotted	through	processes	of	erasing	specific	letters	(just	

as	 in	his	Book	of	A’s	and	 in	other	of	his	video	pieces	which	relate	 to	 this	work).	This	process	of	

boycotting	signification	is	also	induced	by	the	fact	that	these	animations	were	further	submitted	to	

analogue	transformations	of	video	which	prompt	further	visual	noise.	

	

	

fig.33	

	

Since	the	videos	are	projected	on	the	music	bodies	(music-making	body	included)	the	projection	

acts	not	merely	 as	 lighting,	 or	organic	 lighting,	 but	 as	 a	different	 experience	of	 the	bodies:	 the	

bodies	are	not	revealed	but	rendered	ambiguous,	dispersed,	exposed	as	bodies	belonging	to	these	

textures.	For	this	reason,	only	very	minimal	and	liminal	stage	lighting	is	used	on	these	bodies.	The	

exception	is	the	installation	of	bells	and	sirens,	which	also	acts	as	part	of	the	scenography	and	which	

is	usually	placed	and	dispersed	throughout	the	stage,	outside	the	projection	area.	Hanging	from	

different	spots	of	the	grid	above	the	stage	(alternatively,	they	can	also	hang	on	microphone	stands	

dispersed	 through	 the	stage)	each	bell/buzz/siren	 is	 then	 illuminated	separately.	The	 lighting	of	

these	bells/buzzes/sirens	only	occurs	in	the	pieces/moments	where/when	they	are	being	used:	it	

is	then	again	the	action	that	exposes	the	objects.		

Since	the	videos	are	produced	beforehand	and	are	not	manipulated	in	the	performance	situation	

(through	live	processing,	or	any	kind	of	live	reactivity)	and	since	the	pieces	are	never	performed	‘as	

a	same	same’	the	interaction	between	music	and	video	always	affords	new	relations	and	a	potential	

for	randomly	altering	our	perception,	either	sonorous	or	visual.	

	

II. INSTRUMENTAL	APPARATUS	
	

1. Preparations	and	props	
	

In	the	solo	In	Praise	of	Disorder	the	distinction	between	preparations	and	props	is	not	as	strict	as	in	
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TTLG,	since	IPD	uses	mobile	preparations	that	are	manipulated	as	props	during	the	performance.	

The	mobile	preparations	are	mostly	constituted	by	magnets	which	are	placed	on	the	strings,	an	

idea	first	developed	by	Brazilian	composer	and	pianist	Michelle	Agnès1.	They	produce	very	beautiful	

non	tempered	bells-like	sounds,	with	endless	different	timbre	possibilities.	With	different	sizes	and	

shapes,	they	can	be	used	in	a	static	position	or	put	in	movement	by	hand	manipulation.		

The	movement	of	the	magnets	on	the	strings	can	be	in	an	oscillatory	mode,	with	cylindrical	magnets	

staying	 in	 the	 same	place	 (and	 very	different	 kinds	of	 oscillations	depending	on	 the	 size	of	 the	

magnets	 and	 their	 placing	 on	 the	 strings	 or	 other	 piano	metal	 parts)	 or	 a	 sliding	movement	 of	

sphere	magnets	on	the	strings.	In	the	static	position	there	will	be	two	different	types	of	magnets	

employed:	the	ones	used	as	mobile	preparation	(placed	and/or	displaced	during	the	performance)	

and	a	set	of	very	little	magnets	placed	on	two	of	the	three	strings	(that	belong	to	a	same	note)	of	a	

selected	middle-high	register	(an	extension	of	an	octave),	which	is	used	as	an	immobile	preparation	

(placed	beforehand	and	 left	 ‘untouched’	 from	the	beginning	until	 the	end	of	 the	performance).	

Along	with	 this	 set	of	 little	magnets,	 there	 is	 another	 element	which	 is	 a	part	 of	 this	 immobile	

preparation,	namely,	two	little	pieces	of	blu-tack	stuck	to	the	three	strings	corresponding	to	central	

‘e’	and	‘f’	keys	(placed	at	the	beginning	of	strings,	near	the	pegs	zone	in	front	of	keyboard)	and	

producing	a	partially	dampened	sound.	

	

fig.34	

	

In	IPD	one	can	start	acknowledging	that	the	set	of	props	is	relatively	lighter	than	in	TTLG,	and	that	

																																																								
1	We	got	in	touch	through	(now-extinct	Internet	platform)	Myspace	and	met	for	the	first	time	in	Lisbon	in	2010/11.		
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almost	 all	 props	 are	 concentrated	 inside	 the	piano,	 in	 the	pegs	 zone,	 in	 front	 of	 the	 keyboard.	

Besides	 the	 immobile	preparation,	 different	props	 are	 then	placed	 inside	 the	piano	 in	 strategic	

places	 for	 manipulation	 before	 the	 performance	 begins:	 a	 large	 collection	 of	 magnets	 for	

preparation	as	showed	in	the	previous	photo2;	a	Chinese	metal	ball;	a	bass	drum	mallet;	a	regular	

sheet	of	A4	paper	above	the	lowest	register	of	strings;	an	e-bow;	two	noise	boxes.	

There	are	however	two	exceptions	that	pour	out	the	piano	space	as	performing	space3.	They	are	

two	instruments,	that	on	the	one	hand	expand	the	instrumental	and	performing	space	and,	on	the	

other,	restrict	this	same	space,	enclosing	the	music-making	body	within	it.	The	first	is	a	toy	piano	

that	is	placed	by	the	right	side	of	the	piano,	near	the	highest	register,	so	that	the	keyboards	form	a	

right	angle:	 the	keyboard	of	 the	 toy	piano	 is	 set	by	 the	 side	of	 the	keyboard	of	 the	piano,	as	 if	

continuing	its	extension	but	exposing	a	disruption	of	continuity	through	its	relation	of	right	angle	

and	because	it	inevitably	exposes	the	disruption	of	timbrical	continuity	towards	the	piano	sound.	

The	other	exception	that	is	also	part	of	this	‘outside’	or	‘poured	out’	realm	is	a	set	of	various	Indian	

cowbells	hanging	in	a	twine	on	the	left	side	of	the	piano	–	usually	one	end	attached	to	the	front	left	

leg	 of	 piano	 and	 the	 other	 end	 of	 the	 twine	 attached	 to	 a	 medium	 sized,	 not	 quite	 visible	

microphone	 stand,	 placed	 on	 my	 left	 side.	 Both	 the	 toy	 piano	 and	 the	 cowbell	 set	 expand	

instrumental	and	performance	possibilities,	but	 they	also	delimit	and	enclose	 the	music-making	

body’s	 space	on	 the	 left	 and	on	 the	 right.	 The	 interaction	of	 the	bodies	will	 be	 therefore	more	

concentrated	 on	 this	 specific	 piano	 space	 and	 will	 explore	 the	 apparatus	 as	 a	 device	 that	

simultaneously	and	paradoxically	opens	and	closes.		

Although	the	action	of	the	performing	body	is	centred	on	the	space	of	the	piano,	the	instrumental	

apparatus	 is	 still	 a	 dispersion	 through	 the	 bells	 and	 sirens	 installation,	 all	 over	 the	 stage.	 Its	

manipulation	device	(a	pedal	board	which	we	will	describe	further	when	referring	to	installations)	

is	however	placed	on	this	piano	space	–	on	the	floor,	to	the	left	of	the	piano	pedals.	

2. Electronics	
	
In	 IPD	 there	 is	no	 live	 sound	processing	as	a	 result	of	 the	previous	TTLG	experience,	where	 the	

instrumental	apparatus	was	extremely	complex	to	manipulate,	imposing	an	incessant	second	level	

of	semiotic	actions	(non-musical	actions	that	refer	to	changes	of	settings/objects/placings	in	the	

instrumental	environment	between	and	during	the	pieces).	The	piece	demanded	a	constant	a	state	

of	awareness	that	did	not	allow	the	faintest	possibility	of	concentrating	exclusively,	for	a	minute,	

on	 a	 first	 level	 of	 performing	 actions.	 This	 fact	 was	 a	 result	 of	 TTLG’s	 strategy	 of	 bringing	 the	

instrumental	bodies	to	the	 foreground:	 the	performing	body,	which	could	be	 in	a	way	regarded	

from	the	outside	as	being	in	control	of	every	situation	was,	in	fact,	in	its	performance	experience,	

overwhelmed	with	 the	shaping	 of	 a	musical	 instrument	and	continuously	 ‘running	after	 it’.	 The	

																																																								
2	Since	preparations	are	mobile	preparations,	their	specific	placing	will	be	referred	in	the	context	of	the	second	level	of	
performance	actions	of	each	piece	(indicated	with	an	arrow	à).	
3	Besides	the	bells	and	sirens	installation,	as	we	will	observe	further	ahead.	
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instrumental	imagination	of	the	music-making	body	both	frees	this	same	music-making	body	to	a	

new	world	of	sound	and	performance	possibilities	and	imprisons	it	to	its	practical	requirements.	

For	me,	this	imprisonment	was	mostly	felt	through	actions	connected	to	sound	processing	control.	

Therefore,	a	new	and	more	flexible	interaction	experience	was	aimed	and	designed	for	this	second	

solo,	one	without	live	sound	processing.		

Electronic	devices/gadgets	

	
As	to	independent	electronic	devices/gadgets,	IPD	is	the	piece	which	makes	the	most	use	of	them.	

As	with	preparations,	some	of	these	electronic	devices	could	be	considered	props4,	again	blurring	

the	distinction	between	props	and	electronics.	The	gadgets	that	might	belong	to	both	categories	

are	 the	 previously	mentioned	mini	 amps	 (using	mostly	 Smokey	 Amp	 amplifiers),	used	with	 the	

purpose	of	producing	feedback	when	pointed	towards	the	soundboard	of	the	piano,5	and	the	e-

bow	(which	placed	on	the	strings	puts	them	in	continuous	vibration	mode,	producing	a	continuous	

sound).	However,	the	most	interesting	gadgets	employed	are	two	noise	boxes	created	through	the	

process	of	circuit	bending	(as	a	kind	of	reverse	engineering)	by	sound	artist	André	Castro6.	Unique	

in	their	sound	quality,	they	have	an	independent	functioning	and	produce	different	kinds	of	noise.	

They	are	manipulated	through	different	knobs	and,	in	the	case	of	the	box	used	in	IV.,	also	through	

sensors	that	react	to	light.	But	they	are,	to	a	great	extent,	uncontrollable,	which	makes	for	always	

surprising	outcomes,	within	an	expectable	realm.		

	

fig.35

																																																								

4	Because	they	are	used	in	an	interdependent	relation	with	the	piano	and	not	as	having	an	independent	function	or	
activity.	

5	In	the	last	performances,	recording	of	these	feedbacks	were	used	instead	of	the	mini	amps.	
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Sound	corpus	of	studio	compositions		

	
Regarding	the	realm	of	studio	compositions	used	throughout	IPD,	it	is	meaningful	to	acknowledge	

that,	 except	 for	VI.,	 they	 all	 share	 the	 same	 sound	 imagery.	The	presence	of	 the	 voice	 is	more	

recurring	and	this	 time	the	recorded	voice	 is,	as	already	mentioned,	that	of	 the	actress	Rosinda	

Costa.	The	voice	and	the	text	are	often	(and	intentionally)	not	quite	perceptible	in	the	music.	They	

are	there	but	not	quite	there:	the	voice	was	recorded	through	various	processes	(such	as	reading	

into	 large	cooking	pots),	so	that	the	voice’s	quality	 is	closer	to	an	idea	of	 interiority	than	one	of	

exteriority	(an	idea	which	again	was	reinforced	by	Pedro	Diniz	Reis’	boycotting	procedures	on	the	

text	animations).	

An	 element	 of	 the	 text	 assemblage	 (taken	 from	animalescos)	 gains	 special	 relevance	 as	 both	 a	

semiotic	 input	 for	 sound	 imagery	 and	a	destabilizing	or	disrupting	element	of	 this	 new	 level	 of	

music.	It	is	the	Bora	wind,	which	is	presented	in	the	text	fragment	from	I.	Overture	as	being	a	wind	

as	strong	and	cold	as	all	 that	 is	dreadful,	a	wind	whose	terrible	effects	one	cannot	escape,	and	

which	is	described	as	an	unleashing	of	madness.	I.	Overture	therefore	unleashes	this	idea	of	a	mad	

wind	throughout	IPD	and	establishes	the	corpus	of	wind	sounds	or	Bora	wind	corpus	as	the	most	

important	 sound	 of	 all	 studio	 compositions.	 The	 sounds	 belonging	 to	 this	 corpus	 are,	 first,	

recordings	of	a	large	assortment	of	plastic	flexible	tubes,	which	manipulated	in	circles	at	different	

velocities	produce	both	different	harmonics	for	each	tube,	and	windy	sounds.	Second,	there	are	

different	ropes	manipulated	similarly,	which	produce	windy	sounds	with	different	intensities	and	

no	pitch.	Further	in	this	category,	an	Indian	harmonium	is	either	played	with	different	clusters	and	

‘breathing’	rhythms	or	played	only	with	the	sound	of	the	air	bellow	(again	with	no	pitch).	One	can	

say	that	another	element	of	the	Bora	wind	corpus	 is	brought	by	one	of	the	two	field	recordings	

used	 in	VI.	Reality,	 Imagination,	a	method	not	 to	go	 insane:	 recorded	at	a	port	 (Cascais),	 it	 is	 a	

recording	of	the	sound	of	boat’s	sails	moving	with	the	wind,	producing	an	odd	melodic	effect.		

Connected	to	these	strange,	very	high-pitched	(almost	melodic)	gestures	of	the	sails	is	the	sound	

of	the	very	high	frequency	feedbacks	of	the	mini	amps	interfering	at	the	distance	(manipulated	by	

me)	with	the	open	strings	and	soundboard	of	the	piano.	Neither	the	piano	nor	the	mini	amps	are	

independent	 in	 this	 sound	event:	 they	only	 function	 as	 a	 feedback	 relation	of	 one	 towards	 the	

other,	creating	these	very	high	sounds	at	the	threshold	of	melody,	getting	engaged	at	the	distance.	

Another	sound	corpus	is	the	boat	sound	imagery,	that	is	also	composed	of	the	previously	referred	

field	recording	(the	sound	of	the	sails	in	the	wind)	and	by	another	field	recording	which	is	edited	

together	and	crossfaded	with	the	sails	recording	(this	happens	in	the	piece	VI.	Reality,	Imagination,	

a	method	not	to	go	insane).	It	is	a	field	recording	of	a	gathering	of	huge	ships	sounding	their	horns	
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in	the	river	Tejo,	crossing	it	towards	Lisbon.1	The	horns	sound	almost	like	a	polyphonic	composition	

where	 one	 can	 listen	 to	 the	 different	 entrances	 of	 the	 ships’	 horns	 forming	 a	 complex	 sound	

structure.	 It	 almost	 seems	 to	 have	 an	 intentional	 musical	 direction	 and	 brings	 the	 nostalgic	

character	of	the	ships	traversing	the	city	to/from	distant	 lands.	 in	turn,	the	horns	from	the	boat	

establish	 a	 straightforward	 connection	 with	 the	Horn,	 please!2	 imagery	 of	 the	 bells	 and	 sirens	

installation	(that	is	about	to	be	described	in	installation).	

A	last	element	of	recorded	sounds	is	a	collection	of	very	low	friction	sounds	produced	in	the	skin	of	

an	orchestral	bass	drum	with	the	hand.	It	has	a	sudden	eruptive	character	that	despite	differences	

in	sound	production	or	type,	establishes	a	connection	to	the	imagery	or	corpus	of	the	Bora	wind.		

	

3. Bells	and	sirens	installation	
	
The	bells	and	sirens	installation	is	divided	in	three	different	devices.	The	larger	and	more	complex	

one	 is	 composed	 of	 a	 set	 of	 five	 very	 different	 bells/buzzes	 and	 one	 small	 siren,	 dispersed	

throughout	the	stage	and	controlled	by	a	pedalboard	placed	on	the	floor	on	the	 left	side	of	the	

piano	pedals.	There	is	one	electromechanical	bell	producing	an	intermittent	continuous	sound;	an	

electromechanical	 horse	 drawn	 cart’s	 bell	 producing	 one	 unique	 articulated	 sound;	 two	buzzes	

(with	a	low	and	medium	pitch	register);	an	electronic	bell	with	a	very	high-pitched	and	continuous	

sound;	and	a	small	electromechanical	siren.	Each	of	the	bells/buzzes/sirens	is	fixed	to	a	wooden	

box	(with	different	sizes	and	shapes),	and	connects	to	the	pedalboard	through	a	very	long	electrical	

cable.	 The	 pedalboard	 has	 six	 ‘pedals’,	 then,	 so	 that	 each	 pedal	 can	 control	 a	 specific	

bell/buzz/siren,	 and	 six	 electric	 entrances	with	 different	 voltages,	 each	of	 them	 customized	 for	

plugging	 a	 particular	 bell/buzz/siren.	 Therefore,	 the	 ‘pedals’	 that	 control	 each	 bell/buzz/siren	

independently	are	nothing	but	light	switches,	displayed	on	this	pedalboard.	In	big	theatre	venues	

an	 additional	 independent	 switch	 is	 placed	 on	 the	 top	 of	 the	 pedalboard	 for	 controlling	 an	

additional	 bigger	 and	 very	 loud	 (electromechanical)	 siren	 (in	 smaller	 venues,	 the	 small	 siren	 is	

enough).	 The	 conception	 of	 the	 installation	 is	 mine	 and	 Luís	 José	 Martins’,	 and	 the	 technical	

conception	and	construction	of	the	installation	was	made	by	Luís	J.	Martins	alone.	

																																																								
1	I	was	walking	from	Graça	to	Alfama	and	heard	this	sound	by	chance	–	I	suppose	the	occasion	was	a	celebration	of	an	
event	(I	don’t	know	what).	

2	A	frequent	inscription	in	Indian	vans	and	an	inspiring	motif	for	In	Praise	of	Disorder.	
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fig.	36	&	37	

	

The	wooden	boxes	to	which	the	bells/buzzes/sirens	are	fixed	have	a	small	hole	with	the	specific	

size	that	corresponds	to	the	size	of	microphone	stands’	screw	threads.	This	allows	for	them	to	be	

hung	in	two	different	ways:	either	hanging	them	from	the	grid	above	the	stage	or	in	microphone	

stands	 (something	which	 is	 easily	 found	 in	 theatres,	 when	 it	 isn’t	 possible	 to	 hang	 them	 from	

above).	Through	one	system	or	another,	they	are	dispersed	through	the	whole	stage.	The	wooden	

boxes	function	both	as	resonance	boxes	of	the	bells/buzz	and	as	an	aesthetic	element:	they	imprint	

on	the	bells/buzz/sirens	the	curious	and	intriguing	visual	character	of	strange	creatures,	again.	On	

the	whole,	the	installation,	although	eccentric,	is	a	very	basic	electric	construction	with	its	‘basic’	
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sounds,	 switches	 and	 connections	 rendered	 visible	 through	 the	 black	 cables	 coming	 from	

underneath	 the	 piano	 towards	 the	 specific	 bells/buzzes/sirens	 placed	 through	 the	 stage.	 The	

instrumental	apparatus,	through	its	connections	and	disconnections,	is	rendered	visible	and	audible	

as	the	spreading.	

The	second	device	of	the	bells	and	sirens	installation	is	a	set	of	three	mechanical	hotel/reception	

bells	fixed	to	a	wooden	box	placed	on	the	floor	by	the	left	side	of	the	pedalboard.	The	mechanism	

of	the	bells	(which	is	usually	played	with	the	hand)	is	played	directly	with	the	left	foot.	

The	third	device	that	can	be	acknowledged	as	belonging	to	this	installation,	although	very	different	

in	sound	character,	is	the	already	mentioned	set	of	Indian	cowbells	with	very	different	sizes	and	

pitches,	hanging	on	the	left	side	of	the	piano	with	a	twine.		

	

	

In	Praise	of	disorder	
	
In	Praise	of	Disorder	is	then,	again,	a	multidimensional	body	of	music	unfolding	through	different	

kinds	of	relations	established	between	the	music	bodies	throughout	its	seven	pieces.	One	could	say	

that	 each	 piece	 puts	 in	 evidence	 different	 kinds	 of	 disruption	 processes,	 different	 kinds	 of	

instabilities	or	vulnerabilities	of	the	bodies,	but	also	disparate	strategies	for	dealing	with	instability	

and	complexity.		

Probably	 the	 most	 striking	 ‘feature/event’	 to	 analyse	 in	 this	 context	 will	 be	 how	 disruptive	

processes	(falling	apart)	and	strategies	for	dealing	with	disruption	(pulling	together)	are	produced	

within	a	same	motion,	as	concrete	multi-dimensional	events.		

Virtuosity	 is	 then	also	brought	 forth	through	the	 idea	that	the	music-making	body’s	actions	and	

spacing	possibilities	are	both	expanded	and	confined	through	the	enlargement	of	the	instrumental	

apparatus.	 This	 idea	 of	 paradox	 is	 further	 expanded	 through	 the	 title	 In	 Praise	 of	Disorder	and	

through	the	fact	that	the	focus	of	these	specific	pieces,	as	autoimmune	exercises,	might	be	more	

directed	 towards	 perspectives	 of	 the	 reconstructive	 processes	 and	 strategies	 (and	 therefore	 a	

perspective	towards	a	certain	organisation)	than	to	the	deconstructive	event	producing	disorder	

(although,	as	we	have	seen,	one	does	not	exist	without	 the	other,	and	they	might	be	 the	same	

event).		

	

Second	level	of	semiotic	actions	

	

As	mentioned	 before,	 the	 second	 level	 of	 semiotic	 actions	 is	 complex	 in	 IPD,	 but	 slightly	more	

flexible	than	in	the	previous	solo.	The	fact	that	there	is	no	sound	processing	erases	former	actions	

connected	to	manipulation	of	electronic	set-ups.	For	me,	this	is	something	that	changes	the	rigid	

character	that	previously	outlined	this	level	of	actions,	which	was	mostly	due	to	a	certain	degree	of	

stress	towards	the	always	imminent	possibility	of	electronic	crash.	
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On	 the	 other	 hand,	 the	 mobile	 preparation	 requires	 permanent	 changes,	 the	 bells	 and	 sirens	

installation	 demands	 a	 complex	 performance	 technique	with	 the	 feet,	 the	 noise	 boxes	 require	

manipulation,	etc…	What	is	brought	anew	is	that	actions	often	correspond	both	to	a	second	and	to	

a	first	level	of	semiotic	actions.	Or,	in	other	words,	changes	in	set	up	are	more	often	entangled	as	

(first	level	of)	performance	actions	than	in	TTLG.	This	shifts	the	perspective	from	the	instrumental	

body	(TTLG)	towards	the	relation	between	the	bodies	(IPD)	and,	together	with	other	composition	

and	performance	strategies,	will	bring	this	relation	anew.	

	

	

Before	the	beginning,	placing	of	semi-preparations	and	objects:	

-	a)	cylinder	magnet	(1cm	large)	on	central	c#	string		

-	b)	2	cylinder	magnets	(1cm	large)	on	f	above	central	c	and	g#	below	central	c	

-	c)	2	towers	made	of	2	smaller	cylinder	magnets	on	b	and	bb	above	central	c	

-	d)	2	towers	made	of	2	very	thin	and	small	cylinder	magnets	on:	f,	b,	central	d,	g#	

-	e)	2	or	more	towers	of	magnets	similar	to	those	in	c)	but	on	muted	strings	(in	the	part	of	the	
string	between	the	peg	and	the	music	rack	

f)	2	towers	similar	towers	to	c)	and	e)	but	on	the	metal	structure	

g)	a	rubber	bouncing	ball	on	the	soundboard	placed	in	one	of	the	holes	of	the	metal	structure	(the	
ball	and	the	hole	must	have	compatible	sizes	so	that	the	ball	does	not	disappear	into	the	metal	

structure)	

h)	sheet	of	A4	paper	on	the	lowest	register	of	strings	

i)	turn	on	noise	box	1	(but	with	no	volume)	

	

	

	

I. Overture	
	

f	

fig.38	
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it	is	the	Bora	wind,	a	wind	as	strong	and	cold	as	all	that	is	dreadful,	it	is	the	Bora	wind	that	stirs	the	food	inside	the	pan,	and	

so	those	who	come	to	this	feast	will	go	mad,	for	this	wind	is	known	to	act	like	a	sabre	to	the	middle	of	the	head:	it	cuts	

pieces,	separates	old	elements,	no	cutlery	needed:	the	wind	comes	and	does	what	one	hundred	thousand	utensils	couldn’t:	

it	turns	rational	food	into	mad	food,	the	Bora	wind,	fear	it,	those	who	go	to	Trieste	come	back	with	the	Bora	wind	in	their	

heads	and	they	never	forget	it,	you	can’t	forget	the	Bora	wind,	and	while	you	cook	the	food	for	the	feast	you	remember	the	

curse	and	because	you’re	embarrassed	you	don’t	send	your	guests	away	(Tavares	in	Sá	2013)3	

	

In	Praise	of	Disorder	is	introduced	by	this	very	short	piece	(55	seconds	long),	pompously	entitled	

Overture.	It	is	an	independent	studio	composition	that	is	triggered	on	stage	before	my	arrival	on	

scene,	and	which	has	an	opening	function.	Opening	here	means	unleashing	the	Bora	wind	idea	of	

a	wind	as	strong	and	cold	as	all	that	is	dreadful,	a	wind	that	turns	the	rational	into	madness,	an	

infectious	wind	that,	spreading	through,	separates,	diverges,	disconnects	all	what	it	touches.	This	

wind	is	unleashed,	as	a	musical	and	performance	virus	with	the	possibility	for	spreading	to	anyone	

involved.	It	is	then	clearly	connected	to	our	theme	of	spreading	not	regarded	as	connection,	but	as	

separation:	 the	 wind	 acts	 like	 a	 sabre	 to	 the	 middle	 of	 the	 head:	 it	 cuts	 pieces,	 separates	 old	

elements,	 no	 cutlery	 needed:	 the	 wind	 comes	 and	 does	 what	 one	 hundred	 thousand	 utensils	

couldn’t.	It	is	a	bitter	welcome:	while	you	cook	the	food	for	the	feast	you	remember	the	curse	and	

because	 you’re	 embarrassed	 you	 don’t	 send	 your	 guests	 away.	 The	 piece,	 as	 described	 in	 the	

previous	chapter	about	the	instrumental	apparatus,	is	a	composition	assemblage	that	makes	use	

of	the	previously	described	Bora	wind	corpus	of	sounds4	and	of	Rosinda	Costa’s	voice	reading	the	

fragment	presented	above.		

My	entrance	is	produced	during	this	piece:	it	is	neither	an	evident	entrance,	because	there	is	only	

the	projection	of	the	first	video	texture	and	no	 lighting,	nor	 is	 it	a	concealed	one,	since	 it	 is	not	

actually	hidden	from	the	audience.	When	this	piece	is	fading	away,	 I	begin	to	play	the	following	

piece	at	the	piano.		

Regarding	wardrobe,	this	is	the	solo	that	has	the	least	uncommon	costume:	I	am	dressed	in	black	–	

black	 trousers	and	a	black	 jacket	with	a	cutaway	design	–	something	that	hints	at	 the	 ‘classical’	

costume	of	the	male	pianist	in	the	20th	century.		

	

	

	

	

	

	

																																																								
3	Translation	of	all	text	fragments	in	the	booklet	of	the	CD	In	Praise	of	Disorder	by	Francisca	Cortesão.	
4	See	IPD.	Instrumental	apparatus.	



	

	 203	

	

II. Hierarchy	of	Insanity	
	

	

fig.39	

We	can	begin	by	acknowledging	that	the	strategy	for	disruption	of	the	music	bodies	is	unleashed	

through	a	subtle	oscillation	produced	by	very	little	and	thin	magnets	on	the	piano	strings	(when	

subtly	manipulated	by	the	hand).	This	liminal	oscillatory	and	non-linear	movement	is	then,	through	

various	processes,	fed	back	and	forward	towards	all	levels	of	the	musical	process	and	all	levels	of	

the	music	bodies	and	body	of	music.	This	disruptive	spreading	 is	 then	unleashing	and	shaping	a	

hierarchy	of	amplitudes	of	oscillatory	and	vibration	modes,	a	hierarchy	of	amplitudes	of	instability,	

and	therefore	of	a	certain	insanity.	This	hierarchy	of	amplitudes	of	oscillation	is	produced	through:	

individual	movements	of	each	magnet	or	element	(bouncing	ball,	etc.)	put	in	vibration;	oscillatory	

movements	produced	between	a	set	of	individual	movements	(as	a	non-linear	circular	interaction	

between	individual	elements	of	a	set),	oscillatory	movements	between	different	sets	of	elements	

(movements	between	larger	sets	of	sets	and	so	on)…so	that	each	oscillatory	movement	can	become	

an	element	of	another	oscillatory	movement	with	a	larger	amplitude	and	magnitude.	

The	strategies	both	for	disruption	and	for	dealing	with	disruption	can	therefore	be	summarized	as	

follows:	first,	the	music	bodies	are	disrupting	in	oscillation	–	the	fragments	–	through	all	levels	and	

in	a	seemingly	 fractal	mode.	Second,	engaging	with	 them,	and	trying	 to	deal	with	all	 levels	and	

fragmentary	oscillatory	events	at	the	same	time,	the	music-making	body’s	behaviour	diverges,	in	

oscillation	towards	all	directions:	ultimately,	the	music-making	body	becomes	one	of	the	multiple	

levels	of	this	oscillatory	event.	Hence,	the	music-making	body	is	being	shaped	by	the	body	of	music	

that	it	is	shaping,	or	the	other	way	around:	the	body	of	music	is	being	shaped	through	the	music-

making	body’s	dreaming	and	shaping	vibration	modes.	

But	all	movements	(including	the	music-making	body’s	movements	dealing	with	elements)	have	a	

non-linear	circular	character:	the	music-making	body	is	standing,	with	the	right	foot	continuously	

pressing	the	sustain	pedal,	oscillating	in	a	circular,	asymmetrical,	unstable	and	‘octopus-like’	way	

between	fragments.	It	is	a	difficult	task,	since	putting	a	multitude	of	sets	of	very	strong	magnets	in	
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oscillation	can	be	tricky:	they	can	collapse	towards	the	strings	by	magnetic	force,	they	can	attract	

each	other	and	collapse	into	one	another	(making	noise	and	getting	out	of	place),	they	can	hurt	if	

not	manipulated	properly,	etc.	And	it	is	an	even	more	difficult	task	when	these	manipulations	are	

produced	simultaneously	with	many	other	types	of	action,	such	as	playing	the	keyboard,	playing	

inside	the	piano	with	harmonics,	magnets,	balls	in	very	difficult	positions.		

Order/disorder,	control/out	of	control,	falling	apart/pulling	together	are	clearly	not	dualities	in	this	

context	and	seem	to	be	 ‘produced’	 through	the	same	event:	 the	music	bodies	disrupting	 into	a	

somehow	out	of	control	oscillatory	movement	are	‘produced’	through	a	deconstructive	event	and,	

at	the	same	time,	‘producing’	its	oscillatory	movement	as	a	re-constructive,	re-organised	creative	

movement.	All	music	bodies	are	complex	non-linear	oscillating	processes:	they	are	a	continuous,	

unstable	and	undecidable	in	between.	

Music	 and	 music-making	 is	 here	 then	 a	 complex	 oscillating	 event	 in	 all	 directions,	 somehow	

thematising	the	event	of	the	undecidable	paradox.		

*	*	*	*	

With	the	 fade	out	of	 I.	Overture,	the	previously	 triggered	studio	composition,	 the	music-making	

body	 begins	 playing	 a	melodic	 opening	 gesture	 (with	 a	 harmony	 of	 juxtaposed	 perfect	 4ths	 at	

distance	of	½	a	tone	or,	in	other	words,	superposed	augmented	4ths	at	a	distance	of	½	a	tone	in	an	

overall	envelope	of	major	7th)	in	a	sitting	position	at	the	keyboard.	Through	the	resonance	opened	

by	the	melodic	gesture,	different	very	little	magnets	are	put	in	vibration	(with	the	hand).	But	the	

coming	together	of	various	individual	oscillations	of	little	magnets	creates	other	oscillation	levels	

between	 these	 individual	 oscillations.	 A	 complex	 relation	 of	 different	 levels	 of	 oscillations	 is	

initiated	by	the	following	music	bodies	put	in	vibration:	medium	tower	of		magnets	in	muted	strings,	

medium	tower	of	magnets	on	metal	structure,	little	tower	of	magnets	placed	at	the	beginning	of	

the	strings	(near	the	keyboard),	biggest	magnet	on	‘c#’,	big	magnets	on	‘g’	and	‘f’	strings,	medium	

towers	on	‘b’	flat	and	‘b’	strings,	a	rubber	bouncing	ball,	a	metal	ball	played	by	the	force	of	gravity	

on	the	sheet	of	paper	placed	on	the	lowest	strings,	the	oscillation	of	the	paper	sheet	on	the	strings	

and,	lastly,	the	oscillation	as	a	non-linear	circularity	of	movement	produced	by	the	music-making	

body	dealing	with	all	of	 these	elements.	 In	a	standing	position	and	having	 the	right	 foot	on	the	

sustain	pedal,	the	music-making	body	is	again	in	an	unstable	position.	It	is	from	this	unsteadiness	

that	it	will	operate	towards	the	other	multiple	unsteady	elements,	oscillating	between	them.	

Besides	these	different	kinds	of	oscillations,	other	kinds	of	musical	fragments,	with	a	very	specific	

instable	quality	are	brought	 into	 this	 context.	These	 fragments	are	photographical	 short	quotes	

(chords	 or	 very	 short	 gestures)	 taken	 from	 historical	 WAM	 pieces:	 different	 elements	 from	

Schoenberg’s	Klavierstücke	op.19	(VI.)	and	also	the	two	historical	chords	as	fragments	taken	from	

Wagner’s	Tristan	 und	 Isolde	WWV	90.	They	 are	 brought	 forth,	 again,	 for	 affective	 reasons	 and	

because	 they	 play	 an	 important	 role	 in	 the	 ‘history	 of	 instability’	 of	WAM.	 Although	 they	 are	

completely	 taken	 out	 of	 their	 original	 context	 and	 disconnected	 from	 each	 other,	 as	 affective	

elements,	they	establish	the	piece	again	as	an	engagement	with.	Being	brought	together	with	other	
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fragments	 from	 other	 contexts	 (all	 sorts	 of	 oscillatory	 movements	 described	 above	 and	 other	

musical	fragments	derived	from	the	melodic	opening	gesture,	which	emphasize	the	importance	of	

intervals	 of	 perfect/augmented	 4th	 and	 minor	 and	 major	 7th)	 they	 initiate,	 among	 themselves,	

another	layer	of	non-linear	circular	movement.	The	oscillation	between	these	elements	is	mostly	

performed	at	the	keyboard	(except	for	one	Schoenberg	chord	which	is	mainly	played	in	harmonics	

inside)	 but	 since	 many	 oscillatory	 layers	 are	 played	 simultaneously,	 the	 music-making	 body	 is	

oscillating	 circularly	 between	 many	 different	 inside	 piano	 elements	 and	 techniques	 and	 many	

different	‘outside’	keyboard	elements	and	techniques.		

The	piece	 is	shaped	through	two	complex	and	successive	relatively	similar	events:	 the	second	 is	

growing	wider	 and	 longer	 than	 the	 first	 one	 and	 its	 increasing	magnitude	 collapses	with	 a	 first	

triggering	of	a	bell	(installation)	that	seems	either	to	signal	or	to	‘produce’	the	‘point’	or	singularity	

where	further	shaping	begins	to	unshape.	The	very	big	amplitude	and	loudness	of	musical	events	

begins	to	rarefy	and	fade	away	through	smaller	and	pp	oscillations.	

When	 the	music	 seems	 to	 be	 vanishing,	 the	 second	 studio	 composition	 is	 triggered:	 the	 wind	

sounds	 are	 unleashed	 and	 Rosinda’s	 voice	 is	 heard	 through	 almost	 imperceptible	 different	

fragments	presented	below.		

	

empty	spaces	that	letters	must	fill	with	sense,	here’s	the	perfect	gameboard		

–	I'm	in	the	middle	of	my	head	and	even	so	I	start	screaming,	dead	in	the	middle	and	you’re	lost,	I	

was	thrown	out	the	window	and	inside	my	head	not	everything	is	clear	

what	goes	on	outside	is	not	understood	inside,	the	brain	connects	the	dots,	one	dot	to	the	next	like	

the	children’s	game	until	it	draws	a	shape	you	can	understand	

	

a	brain	that,	out	of	four	thousand	images,	chooses	one	–	

(M.	Tavares	in	Sá	2013)	

	

While	 this	 audio	 file	 is	 playing,	 the	 oscillating	movements	 rarefy	 and	 a	 second	 level	 of	 actions	

activated:	

à	take	all	magnet	towers	and	cylinders	out	of	the	piano	strings	

	(place	them	in	the	structure)	

à	take	the	A4	sheet	out	of	piano	

àtake	the	bouncing	ball	out	

	

In	the	performance	situation,	the	last	sentence,	which	is	louder	and	more	perceptible	than	all	other	

fragments,	 is	 followed	both	by	an	abrupt	silence	and	a	blackout.	 It	 is	again	a	vertigo	experience	

which	disrupts	and	ends	the	possibility	of	a	modus	operandi,	opening	however	for	a	new	process,	

whose	strategy	will	somehow	have	to	do	with	the	uttering	of	this	last	sentence	–	a	brain	that,	out	

of	four	thousand	images,	chooses	one	–				Silence	and	black	out	last	for	some	seconds,	until	I	begin	
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to	play	the	upcoming	piece	and	its	correspondent	video	is	triggered	and	projected	simultaneously	

to	my	playing	(by	the	lighting	technician).		

III. Weakness	of	solids	
	

	

fig.	40	

The	previous	 system	of	 falling	apart/pulling	 together	 (that	operated	as	a	magnifying	process	of	

undecidability	or	non-linear	oscillation	of	 all	 the	music	bodies)	 has	 crashed	 through	a	 feedback	

process.	 From	 this	 detonated	 system,	 another	 strategy	 for	 disruption	 and	 for	 dealing	 with	

complexity,	simultaneity	and	fragmentation	is	unleashed.	It	is	almost	an	opposite	strategy:	rather	

than	disrupting	through	all	levels	and	instead	of	trying	to	deal	with	all	fragmentary	elements	at	the	

same	time,	Weakness	of	solids	disrupts	into	fragmentation	in	a	successive	and	non-accumulative	

way.	This	means	 that	 the	body	of	music	and	 the	music-making	body	 (and	music	bodies	overall)	

disrupt	through	one	level/fragment	each	time	and	can	only	deal	with	this	one	fragment	at	a	time.	

Hence,	the	overwhelmed	and	overwhelming	system	created	by	the	relations	of	the	music	bodies	

imposes	the	music-making	body	to	choose	one,	out	of	four	thousand	images5.	Each	time	until	the	

next	disruption.	

This	new	approach	is	then	resonating	some	ideas	of	the	‘geometric’	investigations	undertaken	by	

Mr.	Swedenborg6	and,	therefore,	the	following	fragments	of	this	book	are	brought	to	this	context	

as	an	implicit	resonant	relation7.	

Weakness	of	solids	

1.		 A	liquid’s	extremity	is	also	its	centre	
2.	 Liquids	have	an	infinite	number	of	centres	
3.	 Solids	are	more	fragile	because	their	centre	is	traceable	

	

																																																								
5	See	previous	page.	
6	See	IPD,	I.1.	Engagement	with	Book	of	AA,	Mr.	Swedenborg	&	animalescos	
7	These	fragments	are	not	brought	explicitly	to	the	music,	they	are	reproduced	in	the	booklet	of	IPD,	as	belonging	to	an	

implicit	realm	of	this	piece.	
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The	 fragments	 are	 then,	 in	 the	 traditional	 assumption	 of	musical	material,	 relatively	 simple:	 1)	

specific	chromatic	figurations	(as	multiple	combinations	established	beforehand	with	‘endless’	non-

established	 possibilities	 of	 	 re-construction,	 expansion,	 displacement,	 etc.)	 brought	 together,	

explored	through	different	approaches,	registers,	spacings;	2)	the	same	harmonic	relation	of	the	

opening	gesture	of	previous	piece	Hierarchy	of	insanity	(juxtaposed	perfect	4ths	at	distance	of	½	a	

tone	or,	superposed	augmented	4ths	at	a	distance	of	½	a	tone	in	an	overall	envelope	of	major	7th)	

is	 again	 explored	 through	multiple	 approaches	 and	 characters	 (again	 as	multiple	 combinations	

established	beforehand,	with	‘endless’	non-established	possibilities	of		re-construction,	expansion,	

displacement,	 etc.).	 3)	 chromatic	 opening	 gestures	 (with	 many	 possibilities	 of	 combinations),	

unleashing	 little	detonations	produced	by	paradoxical	movements	of	 figurations	that	seem	both	

centrifugal	and	centripetal	gestures	(a	specific	kind	of	gesture	that	emerges	throughout	all	pieces	

of	 the	 trilogy).	 They	 start	 out	 centripetal	 and	 then	 produce	 little	 explosive	 and	 dispersive	

detonations	of	isolated	sounds	in	the	opposite	direction	of	the	centre	created.	The	sounds	that	are	

‘detonated’	by	these	movements	have	a	starlit	or	star	dust	character	since	they	have	glowing,	high	

pitched	granulated	and	dispersive	features	and	character.	Here	they	can	emerge	as	combinations	

of	 sounds	 of	 the	 piano,	 toy	 piano	 and	 specific	 bells	 from	 the	 bells’	 installation	 that	 have	 this	

starlit/stardust	character:	the	three	floor	bells	(from	the	second	set	of	bells	of	the	installation)	and	

the	horse-drawn	cart’s	bell	 (from	the	first	set).	The	little	detonations	and	the	frenetic	materials,	

when	coming	together,	produce	again	both	unpredicted	directions	and	curvatures	of	time,	but	also	

the	magnification	of	its	amplitude	and	complexity.		

At	the	core	of	this	piece	is,	then,	a	floating	and	ungraspable	idea	of	centre:	the	music	moves	in	a	

non-linear	way,	 jumping	 from	 layer	 to	 layer,	 from	one	sensation	of	vertigo	 to	another.	Because	

there	is	no	superposition	of	fragments,	what	comes	to	the	foreground	is	the	vertigo	sensation	of	

ending	‘before	an	ending’	and	the	urgency	of	having	to	choose	through	vertigo,	through	listening.	

What	 energizes	 and	 creates	 direction,	 disrupts	 and	 shapes	 music	 is	 again	 a	 listening	 ‘event’	

between	fragments	that	is	fed	forward	and	back.	Listening	as	disruptive	vertigo	brings	to	the	same	

event	a	potential	of	many	different,	undecidable	and	simultaneous	musical	directions.	Hence,	the	

emergence	of	this	potential	creates	an	ultimate	urgency:	the	absolute	necessity	of	choosing	one	

out	 of	many	 possibilities	 (one,	out	 of	 four	 thousand	 images).	 As	 such,	 this	music	 brings	 to	 the	

foreground	the	listening	event	as	a	tangible	‘in	between’	successive	fragments	where	choice	and	

its	inherent	risk	towards	the	event	of	undecidable	paradox	are	brought	to	as	music	thematization.	

This	contrasts	with	the	previous	piece,	which	put	in	high	resolution	the	emergence	of	the	potential	

itself,	 as	 a	 complex	 and	 simultaneous	 array	 of	 possibilities,	 bringing	 the	 event	 of	 undecidable	

paradox	as	an	overwhelming	oscillating	event.		

Each	choice,	each	chosen	new	direction,	as	a	new	topological	emergence,	is	brought	isolated,	in	a	

glimpsing	perspective.	Because	particular	features	or	possibilities	of	fragments	are	determined	in	

advance	 and	 others	 not,	 layers	 of	 past,	 present	 and	 future	 are	 urging	 and	 converging	 as	

simultaneous	potential	to	time	linearity	of	performance.	And	this	does	not	happen	in	a	particularly	

pacified,	smooth	way.	The	bodies	of	music,	of	performance	and	instrument,	as	unstable	relations	
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towards	themselves	and	towards	each	other	are	a	constant	falling	apart/pulling	together.	Linear	

time	is	then	approached	in	this	piece	as	an	immediate	present	that	can	stand	for	the	autonomous	

choice	of	the	bodies	as	vertigo.	

	

à	trigger	recorded	sound	of	feedback	(produced	by	mini	amps	

towards	the	piano)	

à	place	the	biggest	cylinder	magnet	on	central	a,	and	1cm	large	
and	1cm	tall	magnets	on	central	c,	central	a	and	f#	

à	place	e-bow	on	d#	string		

à	 place	 two	 little	magnet	 balls	 on	 the	 limit	 of	medium	 high	
register	

à	verify:	placing	of	soft	mallet,	noise	box	ON	

	
IV. All	that	is	light	has	a	dark	part	(Lullaby)	

	

	

fig.41	

	

I	lie	down	and	try	to	fall	asleep	with	my	eyes	open,	when	I	think	I’m	pulling	it	off	I	realize	I’m	
failing.	

a	man	watches	over	two	directions	and	his	way	of	watching	over	them	is	this:	he	leans	over	
the	paper	and	tries	to	solve	a	problem	of	numbers	and	letters.	Evidently	it	is	not	a	rational	way	of	
watching	over	two	directions,	on	the	contrary,	with	his	head	low,	eyes	leaning	over	the	paper,	the	
man	does	not	watch	over	any	direction	unless	one	considers	the	human	brain	itself	has	paths	and	
those	are	the	paths	he	wants	to	watch	over.	(Tavares	in	Sá	2013))	

	

The	title	and	the	text	fragments	(taken	from	animalescos)	used	throughout	this	next	piece	hint	at	

the	strategy	it	is	willing	to	adopt.	Presented	as	a	lullaby,	and	establishing	a	certain	connection	with	

the	12th	miniature	of	TTLG,	this	piece	establishes	a	strategy	that,	again,	puts	the	choice	towards	

undecidability	in	evidence	(as	in	the	previous	piece),	but	this	time	in	a	very	different	perspective.		
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The	 lullaby	 is	 introduced	 through	 an	 hypnotic	 musical	 space	 that	 is	 provided	 by	 the	 following	

elements	 as	 fragments:	 an	 e-bow	 on	 the	a	 string	 producing,	 again	 (as	 in	 12th	min.	 of	 TTLG),	 a	

continuous	 sound	 from	 the	 beginning	 until	 the	 end;	 a	 pp	 gesture	 with	 a	 ‘grounding	 or	 tonal	

character’(although	 it	 uses	 only	 non-tempered	 bell	 sounds	 produced	 by	 magnet	 preparations	

placed	 on	 ‘a’,	 ‘f’	 and	 ‘c’	 strings)	 played	 on	 the	 correspondent	 ‘a’,	 ‘f,’	 ‘c’	 keys;	 slow	 melodic	

descendent	 intertwined	cascade	gestures	produced	 in	a	high	and	prepared	(with	 little	magnets)	

register;	a	 recurrent	 chromatic	descending	quick	but	 suspended	gesture;	 the	pp	whispering-like	

sound	of	two	little	magnet	balls	sliding	on	the	strings;	the	pp	sound	produced	by	rubbing	fingers	on	

the	 keys	 (a	 sound	 that	must	be	amplified	by	a	 specific	microphone);	 the	 soft	percussion	of	 the	

lowest	strings	on	two	notes,	‘e’	and	lowest	‘a’.	All	these	elements	as	fragments	come	together	in	

pp,	and	from	this	coming	together	a	new	layer	begins	to	emerge:	noise.	At	the	beginning,	noise	

emerges	as	very	soft	whispering	sounds	produced	by	little	magnetic	balls	and	the	sounds	of	rubbed	

keys,	again	gestures	engaging	with	the	‘autistic’	character	of	gestures	produced	by	children	falling	

asleep	(just	as	in	the	12th	miniature	of	TTLG).	Intensification	of	noise	(in	complexity	and	loudness)	

is	then	a	process	that	is	unleashed	gradually	in	connection	to	a	very	specific	sound	action:	the	soft	

percussion	of	the	lowest	piano	strings	with	the	smooth	drum	bass	mallet	(producing	a	smooth	pp-

p	low	sound).	The	first	time	this	action	is	produced,	one	of	the	two	noise	boxes	(of	IPD	apparatus)	

is	activated	in	a	volume	at	the	threshold	of	the	perceptible.	The	noise	that	it	produces	has	a	tingling,	

but	warm	character.	The	fragments	continue	to	softly	come	together	in	an	almost	cadential	way	(in	

terms	of	a	certain	predictability	on	the	intertwining	of	actions	and	succession	of	events).	Each	time	

the	 low	 soft	 bass	 drum	 sounds	 arise	 from	 this	 interaction	 –	 something	 that	 is	 produced	 as	 an	

ending/beginning	 of	 cycles	 of	 events	 –	 the	 volume	 of	 the	 noise	 box	 is	 (gradually)	 increased	

simultaneously	with	it.	In	turn,	the	patterns	of	noise	created	by	this	noise	box	(which	is	reactive	to	

light)	 also	 become	more	 uncontrollable	 because	 they	 are	 reacting	 to	 the	 noise	 patterns	 of	 the	

textures	in	Daniel	C.	Neves’	video	projection.	Together	with	the	noise	produced	by	the	box,	another	

noise	 element	 is	 added	 to	 this	 layer	 of	 the	music:	 a	 triggered	 audio	 file,	 again	 with	 Rosinda’s	

distorted	and	almost	imperceptible	voice	reading	the	text	fragments	presented	above.	In	this	studio	

composition,	which	is	played	simultaneously	to	what	is	being	played	on	stage,	other	noise	elements	

are	introduced,	such	as	the	rubbing	of	an	orchestral	bass	drum	with	the	fingers	(again).		

The	strategy	both	for	disruption	and	pulling	together	is	that	of	bifurcation	of	the	bodies	through	a	

light	part	and	a	dark	part	and	a	supposed	non-communication	between	them.	But	the	bifurcation	

of	the	bodies	through	distant	directions	does	not	erase	the	possibility	of	affection	of	the	bodies.	In	

this	context,	the	farthest	they	get	from	each	other,	the	stronger	they	seem	to	affect	each	other.	

The	 noise	 becomes	 more	 and	 more	 complex	 with	 time,	 overwhelming	 and	 loud.	 The	 growing	

distance	towards	the	hypnotising	level	is	feeding	it	more	and	more	until	it	produces	an	effective	

and	literal	unbearable	experience.	And	probably	the	opposite:	the	hypnotising	musical	event	only	

seems	to	be	meaningful	in	contrast	to	noise,	since	there	is	no	need	for	seeking	for	rest,	for	stability,	

if	there	is	no	noise	from	which	one	needs	to	rest	from.	Both	noise	and	hypnotising	event	seem	then	

to	 be	 a	 same	 event	 in	 different	 perspectives.	 But	 this	 lullaby	 puts	 in	 evidence	 that	 noise,	 as	 a	
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dimension	 of	 the	 bodies,	 cannot	 be	 erased:	 one	 can	 choose	 to	 erase	 noise,	 but	 this	will	 be	 an	

unproductive	choice	or	a	choice	with	consequences.	Again,	the	choice	towards	undecidability	is	put	

in	evidence:	and,	here,	the	music-making	strategy	 is	that	of	choosing	to	 ignore	the	paradox	and	

continuing	as	if	it	did	not	exist,	completely	deaf	to	the	ever	crescent	amplification	and	magnitude	

of	 noise,	 continuing	 to	 perform	 ‘the	 hypnotising	 character’	 of	 the	 lullaby	 in	 a	 dynamic	 of	pp-p	

(something	which	becomes	difficult	to	perform).	Just	as	Bach’s	strategy	applied	to	the	Goldberg	

Variations,	the	strategy	of	this	lullaby	might	well	not	work	at	all	in	a	functional	perspective	of	what	

a	lullaby	should	fulfil,	undermining	the	possibility	of	falling	asleep.		

But	 the	outcome	 is	not	evident:	noise	as	 feedback	swallows	everything,	but	not	 the	continuous	

sound	of	the	e-bow	(which	has	been	at	a	certain	point	forgotten	and	not	consciously	heard	among	

the	complexity	and	loudness	of	sound	elements).	Exposed	by	the	vertigo	strategy	of	the	abrupt	stop	

of	noise	at	an	unbearable	intensity,	the	continuous	sound	of	the	e-bow	is	all	what	remains,	exposed	

as	 a	 vulnerable,	 intermittent	 and	 oscillating	 sound	 (these	 features	 are	 underlined	 by	 subtle	

oscillations	of	the	sustain	pedal).		

à	trigger:	sound	of	feedback	amps;	

à	take	out	all	magnets	(except	fixed	high	register)	

à	take	out	e-bow	

à	place	A4	sheet	of	paper	on	the	lowest	register	of	strings	again	

	

V. Praise	of	disorder	
	

	

fig.	42	

	

Praise	of	disorder	will	produce	the	climax	of	this	cycle	of	pieces	through	a	different	type	of	event(s).	

The	piece	is,	in	every	sense,	an	exercise	of	pure	brutal	violence:	an	exercise	of	smashing,	erasing,	

dampening,	mutilating	 any	 possibility	 of	 an	 individual	 body	 expression,	 of	 individual	 choice,	 of	

listening.	The	piece	 is	 then	this	exercise	of	overwhelming	 the	relation	between	all	music	bodies	
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through	a	strategy	of	pure	attack	and	confrontation.	The	performing8	body	is	visibly	and	audibly	

attacking	 the	 instrumental	 body,	 music	 body	 and	 listening	 body,	 but	 this	 action	 can	 also	 be	

regarded	 as	 self-defence:	 the	 performing	 body	 is	 defending	 itself	 from	 the	 violence	 of	

domestication	and	discipline	imposed	by	the	other	music	bodies	towards	itself.	Or:	the	attack	of	

performing	body	on	other	music	bodies	is	its	enaction	of	the	attack	perpetrated	by	these	bodies	

towards	itself.		

This	musical	 strategy	 has	 then	 common	 features	with	 those	of	 complexity	 and	new	 complexity	

approaches:	the	process	for	overwhelming	the	relation	between	music	bodies	will	lead	all	bodies	

into	such	a	saturation	that	the	performing	body	will	end	up	revealing	individual	features,	that	are	

more	likely	not	to	be	subjective	ones9.	The	performing	body	we’re	approaching	in	our	context	is	

then	 a	 body	 that	 has	 been	 continuously	 violently	 dampened,	 banned,	 a	 body	 whose	 will	 and	

excitement	 have	 been	 taken	 away	 (as	 M.	 Tavares’s	 texts	 underline)	 through	 an	 overload	 of	

domestication	 rules,	 physical	 and	 moral	 impositions.	 The	 possibility	 of	 choice	 is	 limited	 when	

listening	has	been	made	impossible:	when	the	body	has	undergone	or	is	undergoing	a	continuous	

dampening	process,	it	cannot	escape	the	system,	it	has	lost	connection	to	itself.	From	this	body,	

choice	and	subjectivity	are	only	allowed	as	ultimate	survival	event.	In	this	context	losing	connection	

to	itself	means	not	losing	connection	with	a	whatever	essence,	but	the	impossibility	of	being	itself	

a	connection,	of	being	a	self-reflection	–	a	vibrating	and	resounding	unbridgeable	gap.	Again,	the	

act	of	choosing,	coming	from	a	body	with	no	possibility	of	self-reflection	might	be	considered	a	

dishonest	fiction	here,	and	therefore	the	subject	of	complete	neglecting	subjectivity	(and	therefore	

also	autonomy)	is	called	into	question.	This	body	is	a	body	wide	open,	excessively	opened	from	the	

outside.	It	cannot	be	a	self-reflective	system,	only	a	surface	of	reflection,	reflecting	other	bodies:	

reproducing	a	well-defined	choreography.	This	could	be	exactly	what	happens	in	this	piece	again:	

the	body	(without	questioning)	resonates	the	attack	it	is	experiencing	through	another	attack	–	the	

victim	turns	into	the	aggressor,	using	the	same	overwhelming	strategies.	

And	 the	piece	 can	be	 regarded	 through	 this	 choreographic	point	of	 view:	 choreography	as	war	

strategy	for	attack/defence,	where	defence	and	attack	are	the	same	event.		

The	piece	begins	with	a	continuous	intermittence,	a	rhythmical	ostinato	played	in	steady	machinal	

tempo	made	on	central	‘e’	(partially	dampened	by	blu-tack	as	preparation),	an	element	that	(just	

as	the	e-bow	in	previous	piece)	is	maintained	throughout	the	whole	piece.	The	ostinato	brings	an	

urgency	 that	 can	be	paradoxical:	on	 the	one	hand,	 it	 can	hint	 at	 a	 continuous	 intermittence	or	

unbridgeable	 gap	 put	 in	 a	 continuous	 linear	 timeline	 (a	 body	 in	 lifetime)	 and,	 on	 the	 other,	 it	

imprints	the	urgency	that	will	be	further	actualised	as	an	attack.		

The	attack	begins	with	a	choreography	of	hand	clusters	in	the	right	hand	at	the	same	time	that	the	

left	hand	continues	the	ostinato.	 It	 is	a	rhythmical	choreography	that	resonates	and	emphasizes	

																																																								
8	Instead	of	‘music-making	body’,	the	designation	of	‘performing	body’	is	here	used	to	acknowledge	the	perspective	of	
the	role	of	the	performing	body	in	WAM.	
9	See	Cluster	I,	Chapter	II.	Dissecting	the	body	in	Complexity	and	New	complexity	music	approaches	
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the	intermittence	of	the	ostinato.	This	coming	together	in	resonance	of	intermittence	and	clusters	

feeds	 the	 potential	 of	 attack	 inherent	 to	 the	 intermittence	 and,	 soon	 after,	 it	 is	 amplified	 and	

shaped	 into	 a	 brutal	 event	 of	 choreographed	 clusters	with	 both	 hands	 in	 central	 register.	 This	

violent	attack	event	begins,	soon	after,	an	ascending	gesture	(again	as	intensification)	towards	the	

highest	register	of	the	keyboard,	but	not	stopping	there:	continuing	with	a	cluster	choreography	

towards	the	toy	piano	(placed	contiguously	to	the	piano)	with	right	the	hand	while	the	left	remains	

at	the	highest	register	of	piano	and	obsessively	insisting	on	the	choreography	and	register	for	some	

quite	unbearable	time	–	for	the	difficulty	of	endurance	of	performance,	for	the	brutality	of	music,	

for	the	brutality	towards	the	instrument	and	for	the	listening	experience	as	brutality	itself.	

The	described	ascending	attack	gesture	of	clusters	with	both	hands	is	then	also	intensified	by	the	

triggered	 audio	 file	 with	 Rosinda’s	 voice	 enunciating	 the	 following	 text	 fragment	 in	 a	

straightforward,	high	speed,	almost	‘hallucinated’	way,	and	also	ascending	in	pitch	register:	

	

and	the	animal	has	legs	and	a	path	already,	and	all	is	available	to	him	except	for	his	will,	which	is	
fundamental,	and	he’s	already	pulled	the	well	directed	electricity	–	easily	–	inside	out	like	an	organ,	
you	 throw	 the	 excitement	 of	 the	madman	 on	 the	 table,	 he	 struggles	 like	 a	 fish,	 you	 strike	 the	
hammer,	he	puts	an	end	to	your	excitement	for	good,	the	medical	way	of	creating	the	sedentary,	I	
say	yes,	I	say	I’m	at	your	command,	I	click	my	heels	together,	I	say	Heil	Hitler,	I	make	light	of	the	
situation,	I	feel	I’m	in	control	over	those	who	crush	me,	I	get	up,	I’m	vertical,	I	get	dizzy,	I	ask	for	a	
chair,	 I	almost	pass	out,	 I	 try	again,	vertical	again,	 I	want	to	move	forward,	 I	 take	a	step	further,	
nomadic	for	a	step,	nomadic	for	two	steps,	and	op	I	fall	down	again	(M.	Tavares	in	Sá	2013)	

	

The	clusters	are	maintained	through	this	very	tense	musical	experience	at	the	highest	registers	of	

the	piano	and	the	toy	piano	with	Rosinda’s	voice	until	she	utters	the	last	sentence	op	I	fall	down	

again	and	the	music	falls	in	register	towards	the	‘e’	ostinato	again.	From	this	point,	the	‘e’	ostinato	

clearly	 determines	 an	 incision	 in	 two:	 it	 is	 a	 line	 of	 separation	 that	 establishes	 choreographed	

actions	 on	 the	 right	 and	 on	 the	 left	 sides	 of	 the	 keyboard.	 But	 then,	 it	 also	 establishes	 the	

paradoxical	 character	 of	 actions	 at	 the	 centre	 which,	 for	 one	 hand	 seem	 to	 be	 an	 attempt	 to	

overwhelm,	 destroy,	 dampen,	 erase	 the	 incision	 and	 the	 divide	 and,	 for	 the	 other,	 seem	 to	 be	

themselves	an	intensification	of	this	incision	–	because	the	attempt	for	destruction	is	paradoxically	

resonating,	feeding	the	object	of	destruction,	the	intermittent	line	of	divide.		

The	war	seems	to	be	established	since	two	sides	are	constituted	by	an	intermittent	separation.	But	

all	 music	 bodies	 seem	 to	 be	 at	 both	 sides	 and	 also	 at	 the	 divide	 line,	 replicated,	 resonated,	

choreographed.	The	divide	line	is	necessarily	an	incision	in	all	bodies.	There	is	no	war	of	one	against	

the	 other,	 and	 probably	 there	 never	 was:	 the	 bodies,	 attacking	 each	 other,	 enacting	 their	

experience	of	each	other,	are	attacking	themselves.		

A	 complex	 musical	 situation	 and	 simultaneity	 emerges	 through	 superposition	 of	 attacks	 as	

fragments	(simple	events):	the	intermittent	‘e’	ostinato,	which	in	specific	situations	is	reinforced	by	

adjacent	notes	‘f’	and	‘g’;	a	great	panoply	of	‘hitting’	clusters	and	cluster	techniques	–	hand	clusters,	

glissando	hand	clusters	(towards	one	note)	with	different	directions,	elbow	staccato	clusters,	arm	
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clusters,	glissando	arm	clusters,	waving	arm	clusters,	tremolo	of	clusters,	hand	clusters	in	toy	piano,	

etc.	–“random”	figurations	with	Scarlatti-like	articulation	 (piano	and	toy	piano);	 tremolo:	octave	

tremolos	 in	 lowest	 register	 and	 highest	 register,	 wrist	 tremolo	 in	 lowest	 register,	 tremolos	 as	

rustling	of	paper	on	 the	 lowest	 strings;	major	 seventh	chords	 in	high,	middle	and	 low	registers;	

chromatic	 figurations;	 all	 bells	 and	 sirens	 of	 installation	 played	 as	 intermittent	 or	 continuous	

sounds;	manipulation	of	2nd	noisebox;	variations	and	derivations	of	all	these	elements.		

Music	is	the	conflict	between	all	music	bodies	and	themselves	exposed	as	open	wound	through	the	

incision	 line	 (ostinato	 in	 ‘e’).	 There	 is	 no	 directionality	 of	 attacks	 from	 one	 side	 to	 another.	

Performance	is	again	a	non-linear	event	with	similar	features	to	Weakness	of	solids,	acknowledging	

that	the	potential	of	action	is	much	wider	than	that	what	is	performed:	performance	turns	into	the	

bodily	 possible.	 But	 this	 time,	 the	 musical	 event,	 although	 being	 a	 jump	 and	 a	 gap	 from	

fragmentation	to	fragmentation,	becomes	an	extreme	accumulative	event.	The	music-making	body	

does	as	much	simultaneous	actions	as	possible	(in	a	way	as	in	II.	where	the	bodies	were	brought	

out	 as	 oscillation	between	 as	much	elements	 as	 possible).	 But	 in	 this	 new	 context	 the	body	 as	

oscillation	 is	 dampened,	 it	 is	 a	 body	 which	 is	 forced	 to	 mechanically	 resonate	 and	 reproduce	

linearity:	fitted	in	a	steady	tempo	with	strict	rhythmical	patterns,	with	no	possibility	for	listening	or	

spacing.		

The	piece	is	then	an	unleashing	and	feeding	of	violence	through	all	levels	of	music	bodies.	Keeping	

the	 intermittence	of	the	ostinato	always	present	and	urgent	(something	which	 is	already	a	hard	

task	to	keep	for	a	long	time),	and	having	only	two	arms	and	two	legs	to	play,	the	piece	establishes	

itself	as	a	superposition	of	actions	on	the	right,	 left	and	centre	of	the	keyboard,	which	are	then	

again	superposed	with	the	action	of	the	left	foot	on	the	pedalboard	of	bells	and	sirens	installation	

and	hand	manipulation	of	noise	box.	 It	 is	 again	an	octopus’	 virtuosity	and	an	extremely	violent	

orchestration	of	the	self	as	multiplicity.	As	said,	the	piece	establishes	itself	as	alternation	of	actions	

between	right,	 left	and	centre	in	superposition,	but	it	 is	always	periodically	arriving	to	the	initial	

rhythmical	gesture	of	clusters	with	both	hands	at	the	centre.	Instead	of	making	the	ascendance	in	

register	as	 in	 the	beginning,	 this	attack	gesture	 is	maintained	at	 the	centre	and	 intensified	with	

elbow	 staccato	 clusters,	 actions	 that	 are	 superposed	 with	 the	 triggering	 of	 bells	 and	 sirens	

installation.	 This	 tremendously	 violent	 performing	 event,	 being	 itself	 a	 repetition	 and	 being	

repeated	throughout	performance,	gains	a	certain	rondo	or	refrain	character:	it	is	an	amplification,	

it	 is	the	moment	where	every	unsynchronized	attack	comes	together	 in	a	voluminous	and	noisy	

unison.	 It	 is	 a	 powerful	 event	 where	 divergence	 converges.	 The	 piece	 is	 an	 intermittent	 but	

continuous	intensification	of	all	these	processes:	performance	as	alternation	between	left	and	right	

side	becomes	more	complex	and	the	elements	become	more	intense	versions	and	derivations	of	

themselves	from	their	confrontation	towards	each	other,	the	‘refrain’	becomes	longer	and	more	

complex	through	increasing	superposition	and,	at	a	certain	point,	through	the	use	of	sirens.	The	

bells	and	sirens	seem	to	signal	limits	(possibly	of	violence,	loudness,	noise,	and	performing	actions,	

etc.)	that	are	being	reached,	but	the	music	and	performance	machine	is	running	on	its	track	and	it	

is	unstoppable:	it	is	again	the	impossible	separation	between	being	in	control	and	out	of	control.	
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The	bodies	are	out	of	control	multiplicities	of	attack	in	every	direction,	which	are	however	being	

orchestrated	and	‘controlled’	by	this	same	out	of	control	bodies.	The	violence	has	no	faces	and	is	

not	situated,	it	is	an	overall	virtual	structural	and	systemic	violence	being	actualised	each	time	in	

and	through	each	body.	There	is	no	possibility	that	subjectivity	can	challenge	or	put	a	system	in	

question,	no	possibility	that	the	individual	can	stop	the	system	from	running	because	excitement	

and	will,	as	M.	Tavares	puts	it,	has	been	removed	from	the	individual.	The	system	can	only	run.	The	

only	ending	rendered	possible	is	the	crash	of	the	system:	the	system’s	auto-destruction.		

The	music	bodies	cannot	escape	from	themselves	because	they	cannot	escape	the	mechanism	that	

only	allows	 resonating	and	 reproducing	a	 systemic	choreography.	They	are	 this	 time	 trapped	 in	

being	reproduction	mechanisms,	even	when	they	seem	to	act	against	the	system.	Dampening	turns	

into	feedback:	a	supposed	intention	has	an	opposed	outcome.	

The	piece	really	ends	like	a	crash:	the	bodies	are	destroyed	and	swallowed	by	their	own	growing	

violence	 in	 an	 abrupt	 stop.	 Everything	 stops,	 but	 the	 noise	 box	 that	 was	 present	 in	 all	 this	

performance	 and	 sound	 activity	 does	 not	 stop.	 It	 continues	 (manipulated	 by	myself)	 after	 the	

abrupt	and	vertigo	ending,	suggesting	noise	as	a	 literal	sound	of	the	system	crashing.	 It	remains	

active	 and	 making	 a	 seemingly	 uncontrolled	 (but	 controlled	 by	 myself)	 noise	 for	 some	

indeterminate	seconds,	until	the	device	is	turned	off	by	myself.	The	moment	I	turn	off	the	device,	I	

trigger	an	audio	file	with	Rosinda’s	voice	uttering	the	following	ironic	text	fragments:	

	

There’s	a	madman	on	the	piano	and	he	plays	like	a	trained	animal,	they	give	him	medication	from	
time	to	time,	for	the	piano	playing	animal	is	very	violent.	

And	yes,	that	 is	the	man,	he	is	medicated	precisely,	 it	seems	like	they	have	discovered	the	exact	
position	 of	 a	 molecule;	 in	 him,	 in	 the	 madman,	 they	 have	 found	 the	 right	 position	 between	
medication	and	the	world	so	that	no	rage	nor	violence	nor	disorder	nor	misalignment	spill	outside,	
but	simply	the	do	re	mi,	which	is	excellent.	

	

The	text	seems	to	formulate	the	exact	opposite	of	everything	which	has	happened	before:	first,	

there	must	have	been	a	mad	woman	(and	not	a	man).	Here	a	gender	question	is	already	brought	

forth:	 the	 ideal	 to	which	 the	performing	body	 is	normalised	 is	a	masculine,	white,	heterosexual	

ideal.	 Second,	 and	 according	 to	 the	 opposite	 of	 the	 text,	 they	must	 have	 not	 found	 the	 exact	

position	 between	 medication	 and	 the	 world	 because	 all	 what	 was	 heard	 was	 rage,	 violence,	

disorder,	misalignment	and	no	ever	possible	do,	re	mi.		

What	one	heard	could	again	be	the	opposed	to	the	do,	 re,	mi	–	 	 the	silent	enaction	of	violence	

imposed	 by	 domestication	 and	 well	 temperament	 of	 all	 musical	 bodies,	 the	 silent	 enaction	 of	

violence	 inherent	 to	 the	orderly	do,	 re,	mi,	 amplified	at	 its	 loudest	 rate.	Listening	becomes	 the	

possibility	for	making	the	silent	incision	as	unbridgeable	gap	resound	at	its	loudest.		
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Resonance:	

	

	

Listening	as	intensification	for	sensing		

The	Incision	

Exactly,	

Precisely.	

	

	

Where	the	knife	cuts	the	flesh	

and	senses	the	nerves	spreading	through	

There	

skin	to	skin	

we	should	meet.	

	

	

	

	

	

	

	

Listening	the	Incision		

Is	not	solitary	sensing	

your	own	private	body	

	

It	is	being	there		

where	your	body	

touches	millions	and	millions	of	

dead	incisions		

other	bodies	

still	pulsating	lively	

in	your	own		

private	experience	

	

this	is	where	the	aural	History	

takes	place:	

your	body	

as	shared	physicality		

-	corpus		

	

	

	

While	the	audio	file	with	Rosinda’s	uttering	of	the	text	fragment	is	running:	

à	take	the	A4	paper	sheet	out	

à	place	the	biggest	cylinder	magnet	on	central	a	strings	

	

VI. 	Reality,	imagination	(a	method	not	to	go	insane)	
	

	

fig.43	
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After	 the	previous	piece,	which	proposed	the	most	brutal	and	multidimensional	actualisation	of	

violence	of	all	pieces	of	the	cycle	(and	probably	of	all	trilogy),	Reality,	imagination	(a	method	not	to	

go	insane)	develops	a	complete	other	(and	somehow	opposed)	strategy:	that	of	a	liminal,	subtlest	

touching,	that	of	skimming	over,	at	skin	surface.	There	seems	to	be	almost	no	impact:	music	seems	

to	be	a	subtlest	event	occurring	through	or	occurring	as	this	most	sensorial	skin	surface,	a	process	

that	is	willing	to	explore	maximum	sensitiveness	of	the	music	bodies.	Playing	is	barely	‘touching’1	

and	music	can	probably	be	more	characterized	by	this	‘touch’	or	skimming	over	character	of	playing,	

than	for	any	other	concrete	musical	material	feature.	But	this	process	will	also	put	in	evidence	high	

sensitiveness	as	reactivity	and	how	extreme	reactivity	can	again	trigger	the	most	violent	musical	

detonations.	Again,	the	subtlest	touch	can	open	again	for	uncontrolled	feedback	of	this	oscillating	

amplitude:	subtlety	can	be	the	most	powerful	and	disarming	tool.	

The	piece	begins	with	an	opening/closing	melodic	gesture	in	the	high	semi	prepared	register	of	the	

piano,	with	a	paradoxical	centrifugal	and	centripetal	motion.	The	suspension	of	this	gesture	opens	

for	a	resonance,	from	which	the	sound	of	the	cowbell	set	begins	to	emerge.	The	free	oscillation	of	

the	different	cowbells	is	put	in	motion	by	subtle	hand	manipulation	of	the	twine	as	if	belonging	to	

this	‘prior’	resonance:	a	body	(the	cowbell	set)	 is	brought	as	resonant	reaction	to	the	gesture	of	

another	 body	 (opening	 melodic	 gesture)	 by	 the	 music-making	 body.	 The	 melodic	 gesture	 is	

produced	again,	now	ending	in	the	low	register	of	the	prepared	‘a’,	played	almost	simultaneously	

with	the	horse-drawn	cart’s	bell	on	the	pedalboard	of	the	installation.	From	the	resonance	of	all	

these	elements,	the	cowbells	are	put	in	vibration	as	if	resonating	along	again.	But	this	time	another	

element	emerges	subtly	out	of	‘this	composed	resonance’:	the	sound	of	boats	blowing	their	horns	

at	 the	 distance	 begins	 to	 fade	 in	 (the	 boat	 horns	 field	 recording	 mentioned	 in	 Instrumental	

apparatus2	is	triggered	by	myself).		

The	coming	together	of	various	and	dispersed	elements	in	this	piece,	such	as	field	recordings,	voice	

recordings,	 the	 semi-prepared	piano,	a	 set	of	 cowbells,	 a	bell	 from	a	horse-drawn	cart	 forges	a	

strange	musical	 space	where	again	 the	 realm	of	 sound	 imagination	can	be	approached	 through	

actual	 sound	 reality	 and	 the	 realm	 of	 actual	 sound	 reality	 appears	 with	 the	 intangible	 and	

implausible	character	of	 imagination3.	The	instrumental	apparatus,	assembling	this	dispersion	of	

sound	possibilities	is,	among	other	things,	blurring	and	undermining	the	duality	created	between	

the	notions	 of	 reality	 and	 imagination	mentioned	 in	 the	 title.	 Coming	 from	or	 forging	 different	

performance	space-times,	instrumental	bodies	and	field	recording	also	establish	the	music	as	this	

ambiguity	of	space-time.	

The	sound	of	the	different	boats	blowing	their	horns	together	emerges	with	a	polyphonic	flavour:	

it	has	a	nostalgic,	fremd	character	that	is	reinforced	by	the	relation	created	with	the	performance.	

The	piano	alternates	between	pp	falling	gestures	in	the	low	register	played	with	a	‘velvet-touch’	

																																																								
1	 In	 Portuguese,	 the	 verb	used	 for	 ‘playing’	 an	 instrument	 is	 ‘to	 touch	 [tocar]’	 an	 instrument	 and,	 in	 this	 sense,	 this	
affirmation	can	have	a	double	meaning.	
2	See	IPD	Chapter	II.2.	Sound	corpus	of	studio	compositions		
3	See	also	miniature	7	in	TTLG,	I.7.		



	

	
	

217	

and	other	contrasting	mp	staccato	dampened	resonant	gestures	(dampened	with	the	right	hand	

and	played	with	 the	 sustain	pedal,	with	a	 character	of	 a	 resonating	pizzicato).	 The	piano	 is	not	

accompanying,	nor	underlining	what	the	horns	do,	nor	doing	something	completely	else:	the	piano	

motion	seems	to	be	a	proposal	for	experiencing	the	experience	of	(as	engagement	with	the	boat	

horns	 at	 a	 space-time	 distance).	 But	 it	 might	 again	 be	 (as	 in	 the	 7th	 miniature	 of	 TTLG4)	 an	

experience	 (as	engagement)	 at	 the	 distance	with	 another	 specific	 and	 surprising	 experience	 as	

engagement5.	What	this	piece	probably	proposes	might	be	then	this:	not	a	clear	musical	idea,	not	

a	clear	music	proposal,	but	a	‘thematization’	of	the	process	of	engaging	with6	itself,	an	experience	

at	the	threshold	of	the	sensorial.	This	engaging	with	boats’	polyphonic	horns	metamorphoses	itself	

into	engaging	with	sails	resounding	with	the	wind	provided	by	the	second	field	recording,	which	is	

edited	 and	 crossfaded	 to	 the	 first	 recording	of	 boats	 sounding	 their	 horns	 at	 the	distance.	 The	

fremd,	nostalgic	and	polyphonic	character	of	the	boats	of	this	first	recording	transforms	itself	in	an	

opening	sensation	provided	by	the	sound	of	sails	oscillating	freely	in	the	wind.	

This	opening	sensation	is	experienced	by	the	realm	of	the	piano	with	a	luminous	and	almost	tonal	

quality,	 that	 soon	metamorphoses	 itself	 into	 something	 else.	 This	 metamorphosed	 ‘something	

else’,	as	musical	space,	might	be	perceived	not	just	as	a	musical	event	occurring	at	a	surface	(for	its	

subtle	performing	and	sounding	features)	but	as	a	musical	event	which	is	the	process	of	shaping	

this	surface.	But	the	surface	in	question	is	not	linear	nor	plain,	it	is	a	subtle	rhythmic	texture,	with	

some	 degree	 of	 roughness,	 gaps	 or	 holes:	 the	musical	 space,	 as	 surface,	 emerges	 as	 rhythmic	

texture	 weaved	 through	 pp	 patterns	 of	 oscillations	 of	 7ths	 and	 adjacent	 chromatic	 figures	 in	

opposed	registers	(high	semi	prepared	piano	register	and	low	piano	register)	with	a	skimming	over	

articulation.	The	texture	as	surface	unfolds	then	through	different	fragments	in	the	same	opposed	

registers	or	with	soft	staccato	dampened	resonant	gestures	on	the	low	register.	It	is	therefore	not	

a	rigid	surface	but	a	complex	and	moving	one.	As	a	relation	between	music	bodies,	 this	surface	

could	be	approached	as	a	touching,	engaging	level	of	the	music	bodies,	a	surface	of	affection.		

What	happens	is	that	this	surface,	as	non-linear,	reactive	and	moving	engagement	level	between	

the	bodies	creates	and	unfolds	certain	tendencies	as	 ‘vortex’	movements:	 the	 ‘same’	non-linear	

																																																								
4	See	previous	note.	
5	The	experience	of	the	‘original’	event	of	boat.	See	IPD’s	instrumental	apparatus,	Chapter	II.	2.	Sound	corpus	of	studio	
compositions.	
6	 Again:	 the	 terminology	 of	 engagement	 with	 will	 be	 used	 as	 an	 idea	 that	 can	 encompass	 the	 notions	 of	 1)	
‘communication’	 referred	 as	 touching	 (Nancy),	 form	 of	 telepathy	 (Szendy)	 a	mode	 of	 affection	 or	 affection	 (Assis,	
D’Errico),	capture	(Massumi)	and	osmose	of	the	unconscious	movements	(Gil)	2)	transduction	and	‘interpretation’6	and	
also	Bachelard’s	notion	of	dreaming	before	an	object	as	 the	possibility	 for	developing	specific	kinds	dream	or	oneiric	
organs.	Engagement	is	then	regarded	in	this	context	as	both	a	kind	of	‘communication’	and	as	transformative	process	of	
the	bodies:	the	‘engagement’	(in	its	energetic	or	political	sense,	as	you	like)	of	sonorous	bodies	starts	‘here’,	I	am	convinced	
of	this:	‘here’	in	the	formation	of	the	tiniest	deviations	from	organ	to	organ,	in	the	capacity	for	invention	that	works	in	the	
midst	of	the	tiniest	body-tobody-contacts.	Here	where	effective	phantom	limbs	grow	(Szendy	2016,	161).		
Engagement	with	 as	 related	 to	 these	notions	 is	 then	 intimately	 ‘connected’	with	 the	notion	of	 shaping	 that	 is	being	
developed	in	this	context.	Engaging	with	and	shaping	could	be	then	regarded	as	a	same	process	but	as	a	process	that	
inevitably	is	a	paradoxical	one:	there	is	no	causal	logic	between	‘communication’	and	a	transformation	of	the	bodies	–	
there	is	inevitably	a	‘jump’,	an	unbridgeable	gap	between	both	perspectives	of	the	process,	there	is	no	way	of	determining	
what	oneiric	organs	can	be	developed,	no	way	of	telling	beforehand	what	the	bodies	can	do.		
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rhythmical	pattern	on	the	lowest	register	and	chromatic	movements	around	it	are	brought	together	

with	the	action	of	the	right	hand	playing	with	a	smooth	bass	drum	mallet	on	the	strings	of	the	same	

register.	This	produces	a	small	crescendo	and	a	strange	sensation	of	a	non-linear	circular	movement	

heading	towards	a	centre	‘d’,	that	arises	as	a	low	soft	cloud	of	sound.	This	event	seems	to	absorb	

the	surface	with	a	tendency	for	imploding	the	musical	space	towards	this	centre	‘d’.	Escaping	this	

centre,	 the	 surface	 is	 shaped	 again,	 complexifying	 its	 subtle	 texture	 and	 roughness.	 This	

complexification	leads	however	to	a	further	intensification	of	the	vortex	movement:	the	tendency	

for	implosion	is	fed	forward	with	no	possibility	of	escape	of	the	bodies.	The	second	time	the	vortex	

movement	emerges,	it	arises	as	a	kind	of	musical	black	hole,	absorbing	all	music	bodies	towards	

itself:	the	same	non-linear	oscillatory	pattern	of	the	‘surface’	is	produced	by	the	left	hand	at	the	

lowest	register	of	the	keyboard	in	a	long	crescendo	(from	pppp	to	ffff).	Again,	as	in	the	first	‘vortex’,	

the	non-linearity	of	the	pattern	is	complexified	from	the	beginning	by	the	soft	percussion	of	the	

lowest	 strings	 (on	 the	 same	 register	 as	 the	 left	hand	on	 the	keyboard)	with	 a	 soft	drum	mallet	

produced	by	the	right	hand.	This	event	seems	to	begin	to	absorb	or	implode	the	surface	again	(as	

in	the	first	‘vortex’)	towards	the	centre	‘d’.	Through	a	large	crescendo,	and	through	the	fact	that	

left	hand	is	playing	on	the	keyboard	and	the	right	hand	is	playing	on	the	same	lowest	register	(of	

the	 left	 hand),	 the	 initial	 pppp	 low	 soft	 non-linear	 cloud	 gradually	 turns	 into	 an	 enormous,	

insurmountable	cloud	of	sound	with	uncontrolled	wide	oscillation	and	friction	of	the	strings	and	of	

the	magnet	placed	on	the	‘a’	string.	What	emerges	from	this	black	hole	overwhelming	activity	that	

swallows	or	absorbs	all	music	bodies	towards	itself	is	then	the	impossibility	for	going	further:	the	

event	seems	to	begin	to	deconstruct	itself	 ‘by	itself’	through	the	gradual	decreasing	of	vibration	

and	friction.		

The	musical	space	of	the	piece	had	been	unfolded	through	the	ambiguity	of	space-time	created	by	

performance	events	and	field	recordings	at	the	beginning	of	the	piece.	Through	the	unfolding	of	

the	texture	as	surface	of	affection,	musical	space	turns	into	a	non-situated	somewhere.	It	could	be	

again	called	a	somewhere,	but	an	uncomfortable	one,	a	somewhere	that	does	not	allow	for	rest,	a	

somewhere	 that	 calls	 for	 an	 extreme	arousal	 of	 the	 senses:	 an	 uncomfortable	 somewhere	 that	

might	be	continuously	asking	for	where?.	The	beginning	of	the	experience	of	the	second	‘vortex’	is	

the	situating	the	space	in	a	more	concrete	here,	but	through	the	magnitude	of	the	processes	for	

overwhelming,	here	is	again	an	imminence	of	nowhere.		

From	this	extreme	sensorial	experience,	the	music	bodies	arise	anew:	the	‘opening’	gesture	–	with	

a	luminous	and	almost	tonal	character,	that	was	brought	by	the	piano	as	engagement	with	the	sails	

resounding	in	the	wind	–	is	here	explored	alone	(with	no	audio	file,	no	object	of	engagement)	in	

pppp	with	the	resonance	and	the	vibratory	remnants	of	the	‘black	hole	event’	and	performed	in	an	

extreme	slow-motion,	extreme	sensorial	engagement.	Usually,	 in	 IPD,	 these	events	–	 the	 ‘black	

hole’,	 its	 deconstruction	 and	 this	 extreme	 slow-motion	 ‘opening’	 gesture	 –	 are	 for	me	 a	most	

pleasurable,	sensorial	and	transformative	experience	to	perform.	This	almost	tonal	register	brings	

a	big	potential	for	resolving	in	‘d’,	something	which	is	however	undermined	by	‘resolving’	again	into	

a	 textural	 surface.	 This	 time,	 the	 surface	 brings	 with	 itself	 again	 the	 sound	 of	 the	 cowbell	 set	
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resounding	 softly	 and	 the	 voice	 of	 Rosinda	 uttering	 in	pp	at	 the	 threshold	 of	 perceptibility	 the	

following	fragment:	

	

And	not	even	the	lake,	when	calm	and	still,	
peaceful	as	ever,	will	get	us	out	of	this	ancient	monologue.	
	
They	don’t	talk	to	nature,	men	talk	to	themselves,	
they	always	have.	
	
It	was	man	who	created	language	
And	it	was	also	him	who	created	the	lack	of	language,	
And	the	anguish	it	causes.		
	

The	 boat	 horns	 recording	 arises	 together	 with	 the	 Rosinda’s	 pppp	 uttering	 of	 the	 last	 three	

sentences	of	the	fragment	above	and	continues	to	unfold	after	this	uttering.	The	interaction	of	the	

piano	with	it	will	produce	similar	gestures	to	the	ones	in	the	beginning	of	the	piece	but	as	sparse	

events	that	will	unfold	as	percussive	events	of	the	metal	structure	and	of	dampened	(with	the	left	

hand)	lowest	strings	with	a	soft	mallet.	These	percussion	events	have	a	slight	character	of	a	distant	

military	parade	for	their	rhythmical	pattern	and	timbres,	and	they	forge	with	the	previous	elements	

a	very	different	musical	situation	than	the	one	produced	initially	with	the	same	file.	This	war-like	

character	(which	is	opposed	to	the	opening	gestures	of	the	beginning	of	the	piece)	 is	reinforced	

through	the	introduction	of	cylinder	magnets	oscillating	on	strings	(as	unstable	elements	creating	

tension)	alternating	with	percussion.	This	oscillation	is	introduced	when	the	sound	of	the	sails	in	

the	wind	(the	second	file)	is	triggered	again,	undermining	its	previous	opening	character.	Oscillation	

and	unsteadiness	are	unleashed	through	these	elements	and	through	introduction	of	very	high	feed	

backs	produced	by	mini	amps,	when	directed	to	the	piano	soundboard	and	strings.	The	sound	of	

the	 sails	 fades	 away	 but	 another	 file	 is	 introduced,	 crossfaded:	 a	 studio	 composition	 that	

constitutes	 the	 following	piece,	which	arises	 as	 a	 gradual	 introduction	of	wind	 sounds.	But	 this	

crossfade	is	a	subtle	process	and	all	the	previous	piano	interaction	continues	so	that	there	is	no	

clear	divide	in	between	pieces.	
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VII. The	elegant	fall	
	

	
fig.	44	

	

This	studio	composition	fades	in	very	slowly	in,	carrying	all	wind	elements	that	were	brought	in	I.	

II.	and	IV.	and	the	voice	of	Rosinda	uttering	the	fragments	presented	below.	All	these	elements	are	

assembled	together	and	unleashed	with	higher	intensity,	swallowing	what	is	being	played	on	stage	

at	a	performance	level:		studio	composition	begins	to	intensify	in	terms	of	complexity	and	loudness	

and	at	 the	same	time	performed	oscillations	and	percussion	gestures	begin	 to	dissipate.	At	 this	

point	a	scrim	descends	through	the	downstage,	covering	all	performance	bodies	behind.	This	action	

has	a	double	effect:	the	video	being	projected	on	the	background	is	now	being	projected	on	the	

foreground;	and	the	music-making	and	instrumental	bodies	are	situated	now	on	the	background.	

However,	although	they	are	behind	the	scrim,	the	music-making	and	instrumental	bodies	are	still	

rendered	visible	 through	 the	 transparency	of	 the	 scrim	 (through	 the	use	of	minimal	 lighting	on	

stage).	 The	 music-making	 body	 gestures	 that	 were	 dissipating	 and	 which	 are	 being	 gradually	

swallowed	by	 the	 studio	 composition,	 stop	 at	 this	 ‘point’,	 and	 the	music-making	 body	 goes	 off	

stage.	 The	 visibility	 through	 the	 scrim	 is	 rendered	 gradually	 impossible	 (through	 the	 increasing	

absence	of	lighting	on	stage).	The	studio	composition	which	continues	is	the	audio	assemblage	that	

explores	 the	Bora	wind	sound	 imagery	and	 its	madness	 farthest,	 through	 the	 idea	of	 ‘fall’,	with	

simultaneous	texts	fragments	being	uttered	by	Rosinda’s	voice:	

the	Bora	wind	comes,	the	wind	that	makes	heads	go	mad,	and	the	Bora	wind	comes	in	through	the	mouth,	it	
swirls	inside	the	mouth,	a	whirlpool	in	dry	land;	

they	take	a	nomad,	they	tie	him	up	to	the	chair,	electric	shocks,	they	keep	him	from	running	the	hell	out,	they	
untie	the	knots,	they	say	you’re	free	and	the	animal	has	legs	and	a	path	already,	and	all	 is	available	to	him	
except	for	his	will,	which	is	fundamental,	and	he’s	already	pulled	the	well	directed	electricity	–	easily	–	inside	
out	like	an	organ,	you	throw	the	excitement	of	the	madman	on	the	table,	he	struggles	like	a	fish,	you	strike	the	
hammer,	he	puts	an	end	to	your	excitement	for	good,	the	medical	way	of	creating	the	sedentary.	

I	fall	down	again,	sedentary	in	the	way	I	fall,	lazy	in	the	way	I	fall,	we’ve	removed	your	excitement,	you’re	a	
nomad	no	longer,	op	
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after	two	years	they	are	going	to	be	able	to	make	me	stand	on	my	own,	a	return	to	childhood,	but	by	the	front	
door,	by	destroying	the	organism,	going	back	but	heavier,	with	more	body	and	more	ideas,	studying	a	lot	to	
be	able	to	stand	on	two	feet	like	our	monkey	ancestors	did,	op	op	

I	stand	up	and	I	am	vertical,	I	get	dizzy,	I	ask	for	a	chair,	I	almost	pass	out,	I	try	again,	vertical	again,	I	want	to	
move	forward,	I	take	a	step	further,	nomadic	for	a	step,	nomadic	for	two	steps,	and	I	fall	down	again	

here	I	go	committed	to	the	fall	like	someone	committed	to	singing	or	building	

and	after	that	all	you	want	is	not	to	fall,	you	ask	the	ground	not	to	let	you	fall,	that	at	the	least,	and	please	let	
that	be	the	least,	I’ll	pray	to	whichever	god	you	want	me	to	for	it,	that	the	ground	will	not	let	you	fall	would	be	
something,	because	you	can’t	grab	hold	of	the	air	even	when	in	that	air	there’s	a	half	hidden	sign	of	the	cross	
which	was	drawn	to	bless	but	failed.	

	

Ultimately,	 the	studio	piece	 is	deconstructed,	 the	actions	that	had	begun	to	disperse	come	to	a	

non-synchronous	end	until	only	the	air	below	of	the	harmonium	(with	no	pitch)	is	heard.	At	this	

point,	Rosinda	utters	in	ppp	a	‘prescription’	for	the	elegant	fall:	

	

don’t	be	too	light	nor	too	heavy,	just	the	right	weight,	the	right	time,	the	elegant	fall,	stick	your	tongue	out	a	
second	before,	say	goodbye	to	the	people	you	invited	over	for	dinner.	
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fig.45	

	

Listening:	the	open	
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Attachments	

	
LTO	(folder)	containing:	

	1)	the	video	of	the	première	at	Maria	Matos	Theatre	(October	2016);		

2)	the	program	of	the	concert;	

	

BODY	OF	MUSIC	AS	ITS	OUTSIDERS	
	

I. Work	as	engagement	with	other	works/ideas:	outlining	a	constellation	
of	affects		

	
Writing	through	this	piece	will	imply	a	writing	from	a	different	perspective,	since	this	thesis	is	also	

part	of	a	process	of	creating	further	outputs	besides	the	stage	piece	that	is	about	to	be	presented.	

Writing,	 at	 this	 point,	 means	 deconstructing	 a	 deconstruction	 (already	 entailed	 by	 the	

‘accomplished	 stage	 perspective’)	 in	 order	 to	 re-open	 for	 further	 artistic	 possibilities	 (such	 as	

installation(s),	lecture	performance(s)	and/or	film(s)).	Listening:	the	open	is,	again,	the	first	solo	to	

be	fully	rooted	(since	its	initial	phase	of	conception)	in	this	PhD	research	project.	

Having	as	a	main	subject	the	music-making	body,	as	a	body	listening,	the	piece	Listening:	the	open	

brings	the	body	to	the	foreground	through	the	themes	of	incision,	disruption	and	gap.	Brought	as	

an	 ‘exposed’	 pulsating	 wound,	 the	 music-making	 body	 is	 approached	 as	 a	 conflict	 zone	 and,	

therefore,	also	as	a	space	of	and	for	reflection	and	a	space	of	and	for	reinvention/recreation.	It	is	

again	a	body	which	brings	itself	as	outsider(s)	to	deal	with:	a	body	which	demands	the	right	to	be	

listening,	to	become	itself	listening.	

1. Engagement	with:	Listening	&	The	open	(Nancy/	Agamben)	
	
As	a	first	engagement	with	other	works,	an	improbable	relation	was	established	(by	myself):	the	

theme	 of	 listening	 (through	 Nancy)	 was	 brought	 together	 with	 the	 theme	 of	 incision	 and	

anthropological	machine	 inherent	 to	 the	 formulations	of	 the	open	 (through	Agamben).	With	no	

clear	 rational	 reason	 that	 I	 could	 explain	 at	 the	 time	 (2014/15),	 I	 scrupulously	 undertook	 the	

improbable	 endeavour	 of	 bringing	 these	 two	books	 together	 –	 Listening	 (Nancy	 2014)	 and	The	

open.	 Man	 and	 Animal	 (Agamben	 2015).	 As	 we	 referred	 at	 the	 beginning	 of	 this	 thesis1,	 for	

Agamben,	 the	 anthropological	 machine	 is	 the	 mechanism	 that	 articulates	 through	 different	

(historical,	scientific,	linguistic,	etc.)	perspectives	the	distinction	or	the	distinctive	in	the	formulation	

between	man	and	animal.	This	incision	creates	a	liminal	space	where	man	suspends	and	erases	its	

animality/otherness	to	create	an	exception	zone	–	an	idea	of	humanity.	This	incision	and	distinction	

are	then	presented	as	operating,	in	the	first	place,	inside	man:	as	suspension/erasing	of	otherness.	

																																																								
1	See	Cluster	I,	INCISIONS	IN.	
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For	Agamben	it	is	then	not	a	matter	of	continuing	to	produce	more	‘effective’	articulations	between	

man	 and	 animal,	 but	 a	matter	 of	 rendering	 the	mechanism	 that	 provides	 further	 articulations	

inoperative:	

“To	render	inoperative	the	machine	that	governs	our	conception	of	man,”	writes	Agamben,	“would	

not	mean	to	search	for	new—more	effective	or	more	authentic—articulations	of	this	conception,	

but	rather	to	display	the	central	void,	the	hiatus	which—within	the	human—separates	the	human	

from	the	animal”	[O	92/A	94;	translation	modified].	This	would	mean,	following	Agamben,	“to	take	

the	risk	upon	ourselves	involved	in	such	a	void,	in	such	a	suspension	of	suspension,	a	Shabbat	both	

of	animal	and	man”	[O	92/A	94;	translation	modified]	(De	la	Durantaye	2003,	9,	underline	my	own)	

It	 is	 then	meaningful	 to	bring	 this	 idea	of	 taking	 the	 risk	upon	ourselves	 involved	 in	 such	a	void	

together	with	Derrida’s	autoimmunity	and	 its	 inherent	undecidability	and	unavoidable	risk.	That	

virtuosity	 has	 been	 formulated	 through	 this	 subject	 of	 undecidability	 as	 an	 unbridgeable	 gap,	

resounding2	not	only	resonates	this	idea	of	taking	the	risk	upon	ourselves	involved	in	such	a	void	but	

also	Nancy’s	formulations	of	a	subject,	not	as	phenomenological	subject	but	as	a	resonant	relation,	

a	listening	subject.3	

Rendering	inoperative	would	mean,	in	my	perspective	towards	the	music	context	of	these	pieces,	

the	possibility	of	opening	the	bodies	as	multiple	gaps,	resounding.	Rendering	 inoperative	would	

again	not	stand	for	the	idea	of	erasing	the	incision,	but	risking	through	its	resonant	possibilities,	

risking	being	resonant	(im)possibilities.	

2. Engagement	with	J.S.Bach’s	St.	Mathew	and	St.	John	Passions	and	Nancy’s	Corpus	
	
That	the	body	 is	brought	through	the	theme	of	 incision	and	wound	can	explain	the	major,	or	at	

least	the	most	explicit	engagement	of	this	music,	namely	Bach’s	St.	Mathew	and	St.	John	Passions.	

Bach’s	 Passions	 are	 then	 brought	 into	 this	 context	 for	 affective	 reasons	 and	 because	 they	 are	

(among	 other	 musical	 works)	 the	 highest	 exponents	 of	 the	 arts	 overall,	 celebrating	 the	 most	

intrinsic	 idea	of	our	Western	culture,	a	 conception	of	humanity	and	 the	body	 that	 is	 centred	 in	

becoming/touching	an	image	of	another	body	(the	body	of	God)	and	that	operates	within	a	logic	of	

sacrifice.	This	 relation	to	Bach’s	Passions	 is	made	evident	 through	Listening:	 the	open’s	opening	

studio	piece	that	establishes	an	explicit	connection	with	the	alto	aria	Erbarme	Dich,	mein	Gott	of	

St.	Mathew	Passion	BWV	244,	as	it	will	be	further	developed.	But	the	most	remarkable	engagement	

is	exposed	through	the	already	mentioned	studio	composition	that	deconstructs	the	Exordium4	of	

St.	John’s	Passion	BWV	245	 in	the	piece	Listening:	the	open	III	(and	which	has	been	discussed	in	

Chapter	Mutilating	the	semiotic	realm	–	‘engagement	with’	J.S.Bach’s	‘St.	John	Passion’,	in	Cluster	

																																																								
2	See	Cluster	II,	Virtuosity	I.	10	
3	See	Cluster	I,	Chapter	III.	3.	Nancy	and	the	subject	‘as’	listening	
4	See	Cluster	II,	Chapter	III.	1.	Mutilating	the	semiotic	realm	–	‘engagement	with’	J.S.	Bach’s	‘St.	John’s	Passion’.		
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II),	in	a	text	that	is	complementary	to	the	ongoing	text.5		

The	theme	of	the	Passion	as	Christ’s	ultimate	sacrifice	concentrates	in	itself	this	central	idea	of	the	

Western	body	–	a	body	as	wound,	a	body	as	wounding.	A	body	as	sacrifice	is	a	body	that	exceeds	

its	limits	to	become	a	sign	or	symbol	of	a	spiritual	communion,	a	body	whose	wounding	is	not	only	

given	a	sense	but	whose	wounding	arises	as	sense	and	meaning	themselves.	The	event	of	Christ’s	

Passion,	 as	 it	 is	 described	 in	 the	Gospels,	 concentrates	 in	 itself	 and	with	 all	 intensity	 the	most	

important	 ideas	 inherent	to	Christianity:	 the	 idea	of	becoming/touching	the	body	of	God	(made	

evident	through	the	institution	of	ritual	of	Eucharist	or	holy	communion),	the	intangibility	of	this	

body	of	God	and	the	sacralization	of	this	image	of	the	body	of	God.		

Through	 the	 new	 notions	 of	 a	 general	 population	 of	 the	 world,	 the	 new	 notions	 of	 bodies	 as	

numbers	 and	 statistics,	 and	mostly	 through	 the	massive	 numbers	 of	 deaths	 in	 the	 holocaust	 –	

where	millions	of	bodies	were	massively	piled,	loosing	contours,	frontiers	and	distinctions	towards	

one	another	–	the	body	of	the	modern	era	lost	any	possibility	of	making	sense,	any	possibility	of	

finding	a	sense,	Nancy	claims	(2000/	2008).	There	are	no	more	(meaningful)	sacrifices	to	be	made,	

Nancy	claims,	and	therefore	sacrifice,	as	concept,	cannot	possibly	make	sense.	What	remains	from	

this	loss	and	from	the	disarticulation	of	this	formerly	established	relation	is	then	an	open	wound	

that	cannot	be	closed:	as	Nancy	states,	what	the	modern	era	gives	us	to	see	is	not	the	multiplicity	

of	the	bodies,	but	the	uniqueness	and	uniformity	of	the	wound	throughout	the	bodies.		

How	to	deal	with	this	loss	of	sense?	How	to	stop	the	growing	hygienization	of	the	body	and	of	the	

wound	that	neutralizes	the	inevitable	terror	of	undecidability6	and	that,	in	its	attempt	to	erase	and	

suspend	 otherness,	 only	 seems	 to	 spread	 the	 uniqueness	 and	 uniformity	 of	 the	 wound?	

Hygienization	is	precisely	the	central	theme	of	Romeo	Castellucci’s	very	recent	and	overwhelming	

staging	 of	 St.	 Mathew	 Passion.	 In	 Castellucci’s	 staging	 perspective,	 the	 incessant	 action	 of	

concealing	of	the	wound	through	hygienization	and	normalization	only	seems	produce	the	opposite	

outcome:	 excessive	 hygienization	 and	 normalization	 become	 themselves	 the	 exposed,	 uniform,	

and	ubiquitous	wound.	

My	 strategy	 for	 trying	 to	 find	 a	 possibility	 for	 rendering	 inoperative	 the	 hygienization	 and	

normalization	mechanism	that	erases	otherness,	even	if	only	as	a	slight	and	faint	possibility,	might	

																																																								
5	And	it	might	be	relevant	to	acknowledge	that	the	decision	to	bring	Bach’s	Passions	to	this	particular	context	was	also	
produced	through	another	specific	engagement,	the	specific	aesthetic	Tarkovsky-Bach	engagement	and	its	exploring	of	
the	theme	of	the	sacrifice.	I	watched	all	of	Tarkovsky’s	filmography	at	Nimas	Cinema	(March	2016)	during	the	creation	
process	of	listening:	the	open	and	it	was	an	extremely	overwhelming	experience	that	was	determining	to	this	decision	of	
deconstructing	Bach’s	musical	imagery	of	the	Passion	and	also	the	theme	of	the	sacrifice.		

6	Hygienization	is	precisely	made	a	central	theme	of	Romeo	Castellucci’s	staging	of	St.	Mathew	Passion	(watched	at	CCB,	
Centro	Cultural	de	Belém,	Lisbon	2019).	Available	at:	https://www.arte.tv/fr/videos/062272-000-A/la-passione/	



	

	
	

226	

then	be	acknowledging	the	wound	as	inevitable	pain	or	violence7	inherent	to	the	bodies,	and	not	

to	try	to	give	it	a	sense,	but	sensing	it	through	the	senses,	listening.	

	‘Here’,	 at	 the	 point	 of	 suffering,	 is	 only	 an	 open	 “subject”,	 cut,	 ‘anatomized’,	 deconstructed,	

disassembled,	deconcentrated.	The	dawn	of	a	spacing,	clarity	itself,	risk	and	chance	for	‘areality’	as	

what	we’re	exposed	to,	and	what	exposes	us	as	‘we’	–	as	a	‘we-world’.	(Nancy	2008,	271,	underline	

my	own)	

Exploring	the	ideas	of	here	at	the	point	of	suffering,	risk	and	chance	for	areality	is	then	an	exercise	

that	will	be	undertaken	from	the	perspective	of	the	music	space	of	here8	and	the	previous	ideas	of	

the	bodies	as	multiple	gaps,	resounding	and	the	impetus	of	risking	being	resonant	possibilities.	

The	decision	of	acknowledging	the	role	of	the	body	as	crucial	in	this	solo	demanded	a	background	

multidisciplinary	work	that	could	provide	a	deeper	corporeal	consciousness	and	awareness.	In	this	

sense,	the	development	of	performance	was	assisted	by	dancer	Luiz	L.	Antunes	(a	very	important	

engagement)	at	a	final	phase	of	the	process	of	music	creation.	Acknowledging	this	central	role	of	

the	body	meant	therefore	acknowledging	that	one	is	working	and	exploring	through	the	fringes	of	

both	music	and	dance.	Working	with	Luiz	L.	Antunes	was	then	a	very	fruitful	experience,	and	one	

that	could	question,	refine	and	boost	the	potential	of	the	music-body	(in)expression	that	was	being	

developed.	

3. Engagement	with	other	collaborators:	with	Daniel	Costa	Neves	
	
The	work	process	with	Daniel	C.	Neves	 followed	a	similar	 logic	 to	 that	of	 IPD.	 In	a	 first	contact,	

during	the	musical	creative	process,	I	explained	the	directions,	concrete	ideas	and	concepts	that	

were	being	shaped	 in	the	new	piece.	Through	the	different	stages	of	the	development	of	music	

composition/performance	I	would	then	record	and	send9	the	pieces	to	Daniel	C.	Neves.	As	said,	for	

reasons	 connected	 to	 the	 performance	 being	 developed	 in	 LTO,	 the	 recordings	 that	 were	

exchanged	 with	 D.	 C.	 Neves	 were	 videos	 of	 my	 performance/composition	 rehearsals.	 Neves’	

engagement	with	 these	new	pieces	 then	began	 to	 produce	new	 ideas	 and	directions	 (concrete	

images,	concrete	authors,	abstract	ideas,	concepts,	techniques,	aesthetics,	etc.)	that	were	further	

																																																								
7	Again:	pain	and	violence	are	acknowledged	 in	 this	 context,	as	an	out	of	 control,	unintentional	 system	perturbation	
inherent	to	the	dirsuptive	levels	of	the	bodies	and	not	as	intentional,	inflicted	or	self-inflicted	violence.	
8	The	drive	towards	all	these	extreme	thematics	was	also	a	consequence	of	an	involuntary	and	disruptive	element,	the	
emergence	of	a	disabling	autoimmune	disease.	As	thematised	by	Andrews:	how	to	seek	comfort	when	a	body	as	paradox	
cannot	 definitely	make	 sense	 of	 a	 body	as	 such?	 The	 research	 undertaken	 for	 this	 solo	was	 also	 a	 kind	 of	 ultimate	
suspension	 of	 the	 suspension	 of	 the	 body,	 imposed	 by	my	 body	 condition.	 Hence,	 the	 interruptive	 decision	 to	 the	
autoimmune	event	was	then	daring	to	go	through	multiple	realms	of	otherness	through	research,	 instead	of	trying	to	
‘erase’	it,	as	a	way	of	resisting	–	constructive	deconstruction	led	towards	finding	other	ways	of	personal	and	musical	self-
reconstruction.	
	
9	Daniel	C.	Neves	is	living	in	Berlin,	so	that	the	initial	processes	of	IPD	and	LTO	could	not	be	made	in	person.	After	this	
process	of	conception	 that	was	made	at	 the	distance,	D.	C.	Neves	came	to	Lisbon	before	 the	première	 for	preparing	
materials	for	the	upcoming	set-up	of	the	pieces.	For	each	successive	piece	of	the	trilogy,	Maria	Matos	Theatre	provided	
an	increasing	number	of	set-up	days.	
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discussed.	 Both	 the	 musical	 creation	 process	 and	 the	 staging	 conception	 were	 then	 parallel	

processes	 engaging	 at	 the	 distance.	 From	 time	 to	 time10,	 an	 online	 meeting	 (on	 Skype)	 was	

scheduled,	new	ideas	were	exchanged	and	new	developments	were	discussed.		

From	various	associations	and	 ideas,	one	of	 them	definitely	 stood	out,	namely	 the	dance	genre	

butoh,	and	the	work	of	 its	 founder,	Tatsumi	Hijikata.	Formerly	called	ankoku-buyô	or	“dance	of	

darkness”,	and	emerging	in	Japan	after	the	2nd	world	war,	in	1959,	butoh	arose	as	a	very	singular	

experimental	and	avant-garde	dance	‘form’,	often	described	as	a	dance	that	resists	fixity	(Waychoff,	

2009).	 In	 touch	 with	 the	 European	 cultural	 movements	 such	 as	 existentialism,	 expressionism,	

surrealism,	Dadaism	and	in	resonance	with	Artaud’s	Theatre	of	Cruelty,	butoh	emerges	as	a	dance	

that	calls	for	a	renounce	of	expression,	for	exploring	a	crude	and	‘visceral’	physicality	and	liminality	

of	movement.	Daniel	 C.	Neves	was	 thus	 associating	 the	disruptive	body	 that	was	being	 shaped	

through	liminal,	disruptive	or	uncanny	gestures	of	LTO	with	butoh,	and	the	films	of	Hijikata.		

It	is	obvious	that	the	decision	of	bringing	the	imagery	of	butoh	in	association	to	the	context	of	LTO	

was	not	made	with	the	intention	of	making	a	butoh	or	a	butoh-like	performance.	It	was	however	a	

decision	that	was	willing	to	let	the	new	imagery	of	LTO	become	contaminated	by	this	intriguing	and	

seducing	art	form	in	different	ways.	Daniel	C.	Neves’	questioning	on	how	to	unfold	a	space	where	

the	details,	nuances	and	liminality	of	gesture	can	emerge	was	finding	new	directions	and	ideas	in	

the	the	ghostly	images	of	Hijikata	and	his	dancers	(...)	outlined	against	a	deep,	engulfing	darkness11	

of	Hijikata’s	film	Summer	Storm.	Through	the	use	of	minimal	scenography	elements	and	lighting	

and	the	extreme	exploration	of	shades	and	textures,	Hijikata’s	approach	seemed	to	be	bringing	to	

the	foreground	the	invisible	or	the	usually	unseen.	

	

fig.46	

																																																								
10	There	was	no	fixed	regularity	established,	it	depended	on	the	development	of	ideas	and	on	Daniel	C.	Neves’	availability.	
The	regularity	did	however	increase	near	the	end	of	the	process.	
11	Film	presentation		
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The	imagery	of	butoh	thus	spread	in	different	directions.	In	this	sense	it	is	important	to	refer	that	

the	 fact	 that	 it	 was	 brought	 to	 the	 context	 by	 D.	 C.	 Neves	 helped	 then	 define	 ‘a	 quality’	 of	

(in)expression	 of	 performance	 through	 the	 rehearsals	 with	 Luiz	 L.	 Antunes.	 A	 more	 explicit	

connection	to	butoh	was	then	established	through	the	costume	and	make-up	developed	for	the	

piece:	 the	 costume,	 which	 was	 designed	 and	 produced	 by	 Ainhoa	 Vidal	 (also	 a	 dancer	 with	

experience	in	butoh),	has	a	skin-like	quality	and	was	used	through	various	days	and	rehearsals	of	

the	week	prior	to	the	première	(a	common	practise	in	butoh,	where	the	body	shapes	the	costume	

and	 the	 costume	 shapes	 the	body,	 in	 a	process	where	another	 skin	and	another	body	begin	 to	

emerge)12.	Although	it	does	not	become	evident	to	the	audience	(because	of	the	lighting	used)13,	

the	music-making	body,	as	in	butoh,	is	painted	white.	This	procedure	helps	shape	the	contours	of	

the	body	and	enhance	the	detail	of	movement.	Another	detail	of	the	make-up	is	the	painting	of	big	

black	eyebrows,	which	are	again	not	very	explicit	for	the	audience	(again,	because	of	the	lighting)	

but	which	enhance	an	oddness	of	this	body	being	shaped.		

	

fig.47	

Besides	butoh	and	Hijikata,	another	engagement	was	established	as	an	important	reference	for	the	

conception	of	 a	 space	 that	 could	make	details	 and	minimal	movement	emerge,	namely	 several	

Mark	Rothko	red/black	paintings14.	The	minimal	use	of	elements	and	colour	contrasts	with	an	all	

depth	 texture	where	 liminal	 and	organic	 details	 of	 the	painting	 can	emerge:	 again	 the	minimal	

																																																								
12	I	think	however	that	the	costume	produced	is	still	not	a	definitive	one:	it	works	when	regarded	at	the	distance,	from	
the	perspective	of	the	audience	towards	the	stage,	but	it	does	not	work,	for	example,	in	the	video	of	the	performance	
provided	with	this	thesis.	Another	more	minimal	costume	is	going	to	be	developed.		
13	 In	 this	 performance	 white	 light	 is	 never	 used.	 As	 explained	 further	 on,	 the	 performance	 is	 conceived	 as	 a	
monochromatic	 performance	 that	 uses	 red	 (light)/	 black	 (absence	 of	 light).	 Orange	 is	 the	 farthest	 colour	 from	 this	
monochromatic	scale	that	is	only	used	for	lighting	the	music-making	body	from	time	to	time.	This	means	that,	through	
lighting,	the	white	painting	of	the	body	is	never	exactly	acknowledged	as	white.		The	painting	helps	shaping	and	bringing	
the	contours	of	the	body	to	the	foreground	with	a	plastic	and	texturized	character.	
14	As	the	ones	displayed	below	and	described	in	the	Table	of	figures.	
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enhances	an	all	depth	potential	that	tends	to	remain	concealed	in	contexts	with	more	information.	

fig.48																																				 fig.	49	

	

Engaging	 with	 all	 these	 references	 and	 elements,	 Daniel	 C.	 Neves	 decided	 again	 to	 create	 a	

monochromatic	 space	 produced	 through	 red	 (light)	 and	 black	 (absence	 of	 light).	 Through	 the	

minimal	use	of	colours,	a	huge	palette	of	possibilities,	combinations,	variations,	subtleties,	etc.	was	

explored.	The	proposal	 for	performance	affords	 then,	again,	an	extremely	 sensorial	experience:	

focusing	 the	 senses	 and	 narrowing	 the	 possibilities	 of	 ‘distraction’,	 all	 changes	 in	 lighting	 are	

produced	in	a	very	slow	motion,	so	that	their	almost	unperceived	unfolding	can	emerge	as	sudden	

awareness	and	surprise.	

.	 fig.	50	

And	 lastly,	 we	 arrive	 at	 the	 most	 important	 element	 of	 scenography:	 the	 giant	 metal	 plates	

installation	that,	being	a	part	of	instrumental	apparatus,	will	henceforth	be	described.	



	

	
	

230	

II. Instrumental	apparatus	
	

1. Resonant	metal	plates	installation	
	
At	this	point	in	time,	it	might	be	meaningful	to	emphasize	that	all	creative	processes	of	the	trilogy	

have	 entailed	 a	 crisis	 towards	 the	 instrument	 and	 performance	 that	 led,	 in	 all	 cases,	 to	 a	

reconfiguration	of	both	the	instrumental	body	and	the	performance	approach.	In	this	third	piece,	

an	important	idea	was	imposed	by	myself	from	the	very	beginning,	as	a	new	challenge:	that	of	not	

using	props	nor	preparations	inside	the	piano,	that	of	not	focusing	on	inside	piano	techniques	and,	

therefore,	of	not	counting	on	the	strong	and	persuasive	potential	 that	these	elements	convey.	 I	

wanted	to	‘test’	and	to	‘prove’	that	this	musical	approach	was	not	exactly	relying	on	them.	Again,	

our	 theme	 of	 instrumental	 conception	 as	 both	 fascination	 towards	 and	 escaping	 from:	 the	

acknowledgment	that	focusing	on	the	strong	potential	of	these	elements	for	a	long	time	can	easily	

lead	to	stagnation	imposed	itself	as	an	urgency	for	escaping	them.		

However,	regarding	the	instrumental	apparatus,	its	conception,	development	and	role	in	the	music	

or	in	the	relation	between	the	music	bodies	was	not	defined	from	the	beginning,	and	it	unfolded	in	

a	 very	 non-linear	 and	 sometimes	 conflicting	 way.	 Accepting	 the	 rejection	 of	 the	 paraphernalia	

inside	the	piano	was	a	decision	with	consequences	that	were	heading	in	an	opposite	direction:	the	

piano	was	 being	 conceived	 in	 a	 clear	 and	 large-scale	 divergence	 of	 resonant	music	 bodies	 –	 a	

resonant	metal	plates	installation	that	was	operating	with	the	piano.		

Music	thus	began	to	be	imagined	through	the	conception	of	the	instrumental	apparatus,	something	

which	in	a	way	seems	to	go	in	the	opposite	direction	of	the	proclaimed	idea	that	Listening:	the	open	

is	bringing	to	the	foreground	the	perspective	of	the	music-making	body.	The	decision	of	focusing	

on	 the	 music-making	 body	 was	 therefore	 not	 intended	 from	 the	 very	 beginning,	 but	 reached	

progressively	 through	 the	 whole	 process	 of	 composition/performance	 practice,	 research	 and	

technical	development.	This	shift	of	focus	occurred	for	various	reasons,	as	we	will	observe,	but	it	is	

important	 to	 acknowledge	 that	 it	 unfolded	 through	 a	 tension	 created	between	a	 clear	 creative	

tendency	for	complexification	of	the	instrument	and	a	tendency	to	resist	this	tendency	and	to	resist	

the	seducing	potential	of	the	instrumental	apparatus	being	developed.		

Engaging	with	Nancy’s	conception	of	listening,	the	instrumental	apparatus	of	Listening:	the	open	

was	being	developed	as	a	self-reflective	piano	 in	all	directions:	a	piano	as	a	spacing	between,	a	

piano	conceived	as	in	between	capture	of	resonant	and/or	friction	spaces.	This	idea	was	developed	

both	 through	 resonant	 spaces	produced	 inside	 the	piano	 (where	 the	use	of	 the	 third	sostenuto	

pedal	 became	 a	 fundamental	 tool)	 and	 resonant	 spaces	 outside	 the	 piano:	 a	 large-scale	metal	

plates	installation,	whose	plates	operate	as	ex-tensions	or	disruptive	resonant	spaces	of	the	piano.	

The	ambiguity	of	the	notions	of	outside	and	inside	the	piano	tend	thus	to	come	to	the	fore,	since	

the	resonant	spaces	produced	inside	the	piano	can	arise	with	a	fremd,	foreign	or	‘outside’	character	

and		the	resonant	spaces	produced	outside	(in	the	metal	plates)	will	establish	obvious	relations	to	
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it,	and	therefore	a	sense	of	belonging	to	it,	of	being	part	of	it.	

	

	

fig.51	

	

But	the	idea	of	developing	the	installation	with	metal	plates	also	came	from	a	concrete	engagement	

with	a	concrete	material:	two	tin	plates	that	I	had	bought	a	long	time	before	in	an	old	metallurgy	

for	no	other	purpose	than	their	sound	potential.	A	first	prototype	for	the	installation	began	to	be	

built	by	myself	with	these	tin	plates	and	other	aluminium	plates,	and	the	music/performance	began	

to	 be	 developed	 along	 with	 it.	 Although	 the	 installation	 was,	 again,	 technically	 not	 very	

sophisticated,	 it	 was	 stimulating	 in	 terms	 of	 sound	 production	 and	 potential:	 through	 a	

contact/pick-up	microphone	on	the	soundboard	of	the	piano,	the	piano	sound	was	being	amplified	

through	five	different	small	amplifiers/speakers.	Each	of	these	mini	amplifiers/small	speakers	was	

clamped	with	two	screws	on	one	of	five	different	metal	plates	(tin	plates	and	aluminium	plates).	

The	screws	on	the	metal	plates	should	not	be	too	tight,	in	order	to	allow	the	speakers	to	slightly	

vibrate	with	sound.	In	turn,	each	of	these	plates	was	hanging	from	a	unique	fixing	point	(a	small	

hole	in	the	metal	plate)	in	different	microphone	stands,	in	order	to	resonate	freely.	The	contact	of	

the	speakers	and	the	screws	with	the	surface	of	different	metal	plates	would	produce	disparate	

resonant	spaces	with	particular	frictions,	resistances,	vibrations.	Out	of	different	metal	plates	used,	

the	original	tin	plates	were	the	ones	that	would	produce	more	interesting,	complex	and	surprising	

resonant	sounds.	Curiously	enough,	these	plates	were	no	longer	available	to	buy	in	the	market	or	

through	resellers,	hence	the	option	was	to	explore	other	metal	plates	(along	with	the	initial	ones).	

From	this	prototype,	a	large	scale	installation	began	to	be	developed.	
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fig.52	

	
fig.53	

	

Visually	conceived	by	Daniel	C.	Neves	as	a	large	scale	assemblage	of	various	kinds	of	metal	plates	

(tin,	brass,	aluminium	and	galvanized	sheet),	the	installation	was	established	as	a	major	element	of	

scenography.	The	assemblage	of	the	plates	was	then	arranged	in	a	bi-dimensional,	minimal	and	not	

quite	symmetrical	display.		
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fig.54	

Visual	 reflections	were	however	not	welcome	 in	the	context	of	 the	scenography	that	was	being	

created,	and	another	solution	was	found:	oxidising	the	plates	would	abolish	or	restrict	unwanted	

reflections	and	would	create	a	texturizing	background	that	could	be	very	effective	for	the	ideas	that	

Daniel	C.	Neves	was	outlining	for	the	staging.	

The	 installation	was	then	developed	 in	practise	by	Tiago	Rorke15,	myself	and	Hélder	Nelson	(the	

sound	technician	for	this	piece).	I	was	responsible	for	the	sound	conception	and	Hélder	consulted	

on	 technical	 questions	 regarding	 sound.	 Tiago	 Rorke	 was	 in	 charge	 of	 experimenting	 different	

chemical	oxidisation	processes	 in	disparate	kinds	of	metals,	conceiving	the	set-up	system	of	the	

plates	 and	 of	 building	 the	 installation16.	 Through	 the	 different	 chemical	 oxidisation	 processes	

experimented	 in	small	metal	prototypes,	Daniel	C.	Neves	would	choose	the	ones	he	considered	

most	effective.	

fig.	55	

																																																								
15	 Tiago	 Rorke	 is	 a	 designer	 and	 artist,	 usually	 immersed	 in	 prototyping,	 physical	 computing,	 tools	 and	 he	 was	 a	
collaborator	for	this	specific	task	in	LTO.		
16	In	a	complex	process	where	I	was	also	very	involved	(choosing,	buying,	experimenting	materials,	speakers,	soldering	
cables,	etc.)	

2,
00

 m

1 m 0,30 m 0,78 m

0,
78

 m

0,
15

 m

0,15 m

Ouro Mouro
(latão)

Chapa 
Galvanizada

Ouro 
Mouro
(latão)

Folha de 
Flandres

Alumínio

Ouro Mouro
(latão)

5,83 m

4,
15

 m



	

	
	

234	

fig.56	

With	the	shift	to	the	bigger	plates,	a	problem	with	the	vibration	of	the	speakers	was	detected:	the	

size	 and	 the	weight	 of	 the	metal	 plates	was	 affording	more	 resistance	 to	 the	 sound	 signal	 and	

friction	produced	by	the	speakers,	and	would	vibrate	less.	The	speakers	had	therefore	to	be	used	

at	their	limit	capacities	in	order	to	establish	a	richer	interaction	with	the	metal	plates.	But	this	led	

to	many	speakers	and	mini	amps	being	damaged,	and	the	probability	of	running	out	of	speakers	in	

a	performance	situation	was	high.		

In	 order	 to	 produce	 more	 complex	 and	 interesting	 vibration	 and	 resonation	 types	 without	

damaging	speakers,	the	live	sound	processing	software	Bidule	(Plogue)	was	added	to	the	electronic	

chain,	to	afford	the	possibility	of	controlling	all	five	channels.	With	this	software,	the	interface	and	

the	amplifier	I	could	control	each	speaker/plate		pair	individually.	This	change	of	set-up	–	from	the	

initial	prototype	to	the	final	installation	set-up	–	was	somehow	difficult	to	undertake	(manipulating	

and	hanging	 giant	metal	 plates,	managing	 technical	 requirements,	 trying	on	 speakers	with	new	

plates,	new	connections	and	interfaces,	new	software,	conceiving	of	oxidising	processes,	etc.17)	and	

was	not	always	very	successful:	although	we	have	found	some	very	interesting	features,	there	still	

is	a	potential	to	explore	in	the	future	(probably	not	for	the	stage,	but	for	other	possible	outputs).		

For	the	 ‘final’	set-up	of	 installation,	some	technical	decisions	were	made	with	Hélder	Nelson:	1)	

using	an	audio	interface	for	splitting	the	input	signal	of	the	piano	through	various	outputs	(speakers	

in	 the	 metal	 plates);	 2)	 finding	 an	 amplifier	 with	 multiple	 channels	 that	 could	 amplify	 various	

speakers	at	the	same	time;	3)	getting	a	midi	controller	with	multiple	faders	that	could	control	the	

																																																								
17	 The	 oxidisation	 processes	 were	 complex,	 requiring	 quite	 a	 long	 investigation	 on	 materials	 and	 many	 chemical	
experiments;	(we	had	less	than	one	month	and	a	half	to	develop	the	final	set-up	and	Tiago	Rorke	was	working	part-time	
on	this	project);	
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volume	of	each	speaker/metal	plate	pair	individually	and	two	volume	pedals	(in	various	situations	

it	becomes	impossible	to	control	the	volume	manually);	4)	developing	a	fixed	live	processing	set-

up	for	each	speaker.	

Although	the	metal	plates	 installation	was	not	developed	 in	 its	 full	potential,	 it	afforded	a	great	

number	of	possibilities.	But	 from	 the	beginning	of	 the	whole	process,	my	musical/performance	

approach	was	finding	a	‘new’	potential	of	the	music-making	body,	and	was	more	and	more	focused	

on	exploring	new	possibilities	within	this	direction.	As	such,	I	decided	to	constrain	the	use	of	the	

installation	into	a	minimal	and	occasional	employment,	resisting	its	seducing	potential.	The	metal	

plates	are	therefore	only	occasionally	present,	in	pieces	I.	and	II	(b)	of	LTO.	

This	is	of	course	a	paradox:	the	piece	that	brings	the	music-making	body	to	the	foreground	and	that	

constrains	 the	 use	 of	 the	 instrumental	 apparatus	 is	 the	 one	 whose	 instrumental	 apparatus	 is	

conceived	in	the	largest	scale	(when	compared	to	the	other	solos	of	the	trilogy).		

		

fig.57	

2. The	music-making	body	as	artifice	
	
The	first	decision	towards	the	creation	of	this	piece	was,	again,	to	put	aside	many	techniques	and	

ways	of	playing	that	were	recurrent	in	the	previous	pieces.	The	decision	of	putting	these	techniques	

aside	was	however	not	an	attempt	at	‘erasing’	a	singularity	of	a	musical	past	in	a	logic	of	seeking	

for	a	tabula	rasa,	but	probably	an	exercise	in	the	opposite	direction.	Taking	away	the	artifice,	what	

remains	of	singularity?	Is	it	possible	to	completely	separate	artifice	from	the	idea	of	singularity	of	

musical	expression,	in	a	logic	of	outside	realm	versus	inside	realm?		

Taking	away	artifice	 is	therefore	a	very	interesting	and	paradoxical	exercise:	on	the	one	hand,	 it	

may	put	in	evidence	that	the	singularity	of	this	musical	approach	might	not	rely	on	specific	objects	

or	 specific	performance	 techniques,	 rendering	 the	 importance	of	artifice	as	 superfluous;	on	 the	
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other,	 it	 brings	 to	 the	 foreground	 the	 importance	 of	 thinking	 music	 through	 or	with	 artifice,	

revealing	the	importance	of	this	relation/engagement	as	extremely	relevant.	The	singularity	of	this	

musical	approach	might	be	then	not	dependant	on	the	object	artifice	in	itself,	but	on	the	relation	

or	engagement	established.		

The	 decision	 for	 taking	 away	 artifice	 and	 for	 somehow	 resisting	 the	 seducing	 potential	 of	 the	

installation	brings	to	the	foreground	that,	ultimately,	the	major	artifice	of	the	music-making	body	

can	 be	 the	music-making	 body	 itself.	The	music-making	 body	 is	 thus	 brought	 forth,	 through	 its	

relation	and	plasticity	towards	itself,	as	an	other	complex	resonant	space	of	sound.	

In	this	ultimate	situation,	where	the	body	becomes	artifice	towards	itself,	it	might	be	important	to	

stress	that	the	idea	of	artifice	should	not	be	reduced	to	the	specific	performing	body,	in	a	logic	of	

duality	of	subject	versus	object,	where	a	composing	body	(subject)	composes	the	performing	body	

(object)	or	composes	through	the	performing	body.	The	performing	body	is,	in	our	context,	a	body	

that	 is	not	a	consequence	of	something,	such	as	a	composing	strategy:	 it	 is	again	a	body,	which	

emerges	as	outsider(s)	to	deal	with.	

	

fig.58	

	

3. An	‘other’	conception	of	sound	
	
An	essential	 idea	of	 this	 solo	 is	 thus	 that	 the	music-making	body	 is	 brought	 as	 a	 resonant	 self-

reflective	space	 itself.	And	this	 idea	 is	not	 just	connected	with	emancipation	of	gesture	and	the	

fairly	 recent	 multimodal	 conception	 of	 music,	 which	 already	 opposes	 an	 idea	 of	 music	 as	

abstraction.	It	might	be	an	ultimate	idea	that	sound	could	be	considered	anything,	as	long	as	it	is	

created	as	a	resonant	space	within/out	a	body:	the	ultimate	idea	of	approaching	sound	not	just	as	

a	vibratory	event	to	be	perceived,	but	of	acknowledging	the	vibratory	event	of	the	liminal	sensorial	

experience	itself	‘as’	sound.	Sound	is	then,	from	this	perspective,	a	complex	network	of	interactions	
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of	various	simultaneous	vibratory	events	at	multiple	and	disparate	levels.	In	this	sense,	sound	is	not	

just	 an	 ‘outsider’,	 it	 is	 not	 something	 happening	 exclusively	 outside	 the	 subject:	 it	 is	 happening	

through	 all	 vibratory	 levels	 of	 all	 bodies,	 abolishing	 dualistic	 notions	 of	 inside/outside,	

subject/object,	 perceptible/imperceptible.	 Sound	 can	 ultimately	 become	 the	 process	 of	

engagement	itself.	The	music-making	body	is	thus	brought	forth	in	this	piece	as	an	other	complex	

resonant	space	of	sound.	

	

4. Sound	corpus	of	studio	compositions	
	

Since	 the	quantity	and	disparity	of	 instrumental	bodies	 is	 this	 time	more	 reduced	 than	 in	other	

pieces,	 the	 sound	 corpus	 of	 the	 two	 existent	 studio	 compositions	 (overture	 and	 deconstructed	

Exordium)	will	 be	mentioned	 in	 the	 specific	 ‘analysis’	 of	 the	 pieces	 (hopefully	 enabling	 a	more	

organic	perspective).	

	

It	is	meaningful	to	acknowledge	that	out	of	all	the	solos,	this	is	the	only	one	that	does	not	make	use	

of	 text	 and	word.	 In	 the	previous	 solos,	 studio	 compositions	made	use	of	 text	 as	 an	 important	

dimension	of	music	through	the	creation	of	assemblages	of	text	fragments	(from	other	authors),	

often	with	different	 layers	 (layers	 that	were	explicitly	used	 in	 the	music,	 layers	 that	were	semi-

explicit	and	other	layers	that	were	only	implicitly	engaging	with	the	music).	Although	the	voice	is	

an	important	element	in	this	new	solo,	no	text	fragment	is	used	in	the	studio	compositions.	

	

Listening:	the	open	
	
The	body	of	music	is	shaped	as	a	triptych	preceded	by	an	overture.	The	second	level	of	semiotic	

actions	of	performance	in	LTO	corresponds	to	a	set	of	actions	–	controlling	the	installation	through	

a	midi	controller	and	volume	pedals	–	that	in	this	piece	become	a	first	level	of	performance	actions	

(in	 linear	time,	the	act	of	controlling	 is	not	asynchronous	to	a	first	 level	of	performance	actions,	

simultaneously	becoming	an	ongoing	performance	action).	

Listening:	the	open	

	(overture	

	(I.	

(II.		

(III.	
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	(overture	
(timecode	video:00’00’’)	

This	 overture	 is	 a	 short	 studio	 composition	 (about	 2’45	 minutes	 long)	 that,	 in	 a	 performance	

situation	is	triggered	in	complete	blackout,	before	my	arrival	on	stage.	The	blackout	remains	for	

about	20	seconds	of	the	piece,	and	very	slowly	(from	the	back	of	the	stage,	behind	the	installation)	

a	red	light	begins	to	fade	in	so	that	the	huge	metal	installation	is	exposed	in	backlight.		

	

	

fig.59	

	

It	begins	with	a	continuous	but	intermittent	buzzing	noise,	an	element	which	will	be,	in	one	way	or	

another,	present	and	intensified	almost	until	the	end.	This	sound	is	composed	by	several	recordings	

of	different	continuous	and	non-continuous	buzz	sounds	of	a	broken	refrigerator.	Together	with	

recordings	 of	 a	 CD	 player	 crashing	 and	 skipping	 the	 reading	 of	 a	 CD	 (with	 orchestral	music	 of	

Debussy),	these	sounds	are	part	of	a	collection	of	noises	used	in	this	piece	that	are	produced	by	

electric/electronic	devices	not	working	properly	in	my	‘living	habitat’.		

The	 initial	 buzz	 noise	 of	 this	 overture	 is	 slightly	 intensified	 (through	 complexification	 of	 noise	

superposition,	etc.),	and	a	new	element	arises,	gaining	an	evident	and	explicit	relevance:	the	well-

known	melody	of	the	alto	aria	Erbarme	Dich,	mein	Gott	from	Bach’s	St.	Mathew	Passion	BWV	244	

(as	a	semiotic	and	recognisable	element).	This	element	is	brought	through	fragmentary	recordings	

of	my	own	voice	mumbling	or	whispering	excerpts	of	this	aria,	recordings	that	were	submitted	to	

sound	processing,	mostly	to	different	kinds	of	distortion.		

Another	sound	corpus	is	then	used	as	intensification,	diversification	and	complexification	of	noise	

throughout	 the	 piece,	 namely	 a	 collection	 of	 ebullition	 or	 eruptive	 water	 sounds:	 different	

recordings	of	geysers	and	hot	springs	in	the	Azores	(a	collection	I	made	myself,	mostly	from	open	

source	 recordings	 found	online)	 and	 several	 recordings	 of	water	 boiling	 in	 pots	 (carried	 out	 by	

myself).	 Another	 sound	 element	 could	 be	 connecting	 to	 this	 corpus	 for	 its	 urging	 character,	

although	 not	 sharing	 the	 same	 type	 of	 sound	 material	 or	 sound	 production:	 it	 is	 the	 case	 of	
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recordings	of	fires	spreading	through,	which	were	taken	from	open	source	sound	libraries.		

	

Because	it	uses	recognisable	elements	of	the	aria	Erbarme	Dich,	mein	Gott	this	piece	brings	forth,	

again,	the	subject	of	engagement	with	other	works	in	a	more	explicit	manner.	Overture	is	again	a	

piece	that	puts	the	division	of	musical	roles	in	performance,	composition	and	listening	in	crisis:	first,	

it	can	be	regarded	as	my	performance	of	Erbarme	Dich;	second,	this	performance	can	be,	in	turn,	

the	enaction	of	my	listening	experience	of	this	same	aria;	and,	third,	this	engagement	is	a	producer	

of	a	new	piece,	the	engagement	is	made	effective	as	a	composition/shaping	act	of	a	new	piece	(that	

uses	elements	of	this	aria	of	Bach’s	St	Mathew	Passion).	But	one	role	is	not	possible	without	the	

others:	this	new	piece	is	an	other	paradoxical	experience	of	Erbarme	Dich,	which	brings	an	ideal	of	

beauty	and	sublimation	 in	confrontation	with	a	body	as	noise	 and	eruption,	a	body	 that	can	no	

longer	be	erased,	dampened.	This	new	piece/body	of	music	can	be	a	body	experiencing	this	aria,	

as	a	body	touched	by	it,	but	not	sensed	through	it.		

	

That	the	‘original’	aria	Erbarme	Dich,	mein	Gott	might	present	itself	as	a	sublimated,	ethereal	body	

of	music	in	Bach’s	musical	aesthetic	of	‘supressing	the	body’	might	then	bring	the	body	of	music	to	

the	 foreground	 not	 just	 as	 a	 pure	 ethereal	 body:	 the	 sublimated	 body	 makes	 the	 other,	

unorganized,	 amoral,	 remnant	 body	 implicit	 as	 tension	 (as	 a	 channelled	 tension	 that	 acts	 as	 a	

perfect	resonator	for	the	expressivity	of	this	music).	As	an	aesthetic	principle	one	could	say	that	it	

is	 the	 implicit	 complexity	 of	 the	 act	 of	 neutralising	 the	 resistance	 through	 composition	 and	

performance	that	can	be	perceived	as	a	glorious	achievement	in	this	music.	

But	 if	 the	 tension	 that	 is	 implicit	 in	 the	aria	 through	music’s	 sublimation	process	 is	 ‘unleashed’,	

noise	as	body	could	become	the	neuralgic	centre	of	a	new	music	experience.	

	

That	in	this	overture	the	sublimated	body	of	the	aria	comes	together	with	noise	does	however	not	

mean	a	duality	confrontation	of	a	 ‘pure’	against	an	 ‘impure’	body:	 the	elements	of	 the	aria	are	

mumbled	and	whispered	with	my	‘small’,	 rough	and	untrained	voice	with	no	 lyrics,	no	text.	The	

voice	 recordings	 are	 done	 in	 fragments	 and	 are	 in	 turn	 submitted	 to	 different	 kinds	 of	 subtle	

distortions.	 They	 are	 then	 disposed	 close	 to	 their	 original	 narrative	 order,	 but	 interrupted	 and	

sometimes	 superposed.	 The	 voice	 and	 the	 melody	 are	 then	 (through	 fragmentation	 and	

distortions),	a	 failed	sublimation,	an	 impure	ascendance	 that	carries	with	 itself	an	undampened	

body,	as	noisy	non-controlled	remnant.	On	the	other	hand,	the	continuous	element	of	noise	and	

eruption	 that	 is	 brought	 forth	 as	 a	 parallel	 event	 seems	 to	 have	 a	 certain	 drive	 as	 a	 possible	

semiotic,	 musical	 direction.	 Both	 parallel	 events	 are	 then	 participating	 at	 the	 distance	 in	 one	

another,	touching	one	another,	feeding	one	another.	

The	sound	tension	as	relation	and	feedback	between	them	becomes	an	evident	and	continuous	

rising	 event	 (mostly	 through	 complexification	 of	 noise	 with	 introduction	 of	 eruptive	 sound	

elements	and	their	superposition).	This	intensification	of	tension	makes	a	significant	crescendo	–	

more	in	noise	complexity	and	intensity	than	in	loudness	–	until	a	disruptive	ultimate	crash	swallows	

both	semiotic	elements,	and	noise	and	all	sound	elements	vanish.	At	this	moment,	and	from	a	faint	
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remnant	of	the	buzz	noise,	a	new	and	very	important	sound	event	emerges:	studio	recordings	of	

the	large	metal	plates	(belonging	to	the	sound	installation)	manipulated	by	hand	through	wave-like	

movements	with	 a	 profoundly	 low-pitch,	wind-like	 sounds.	Once	 this	waving	 sound	begins,	 the	

music-making	body	enters	the	stage	–	going	slowly	towards	the	piano	bench).	These	sounds	seem	

to	shake	and	dissolve	tension	immediately	through	the	opening	of	a	vibration	space.	This	is	created	

by	a	very	simple	but	powerful	effect:	in	the	audio	assemblage,	a	mono	recording	of	a	metal	plate	is	

put	in	two	different	tracks,	delayed	towards	each	other,	in	opposed	panoramic	perspectives	(one	

on	the	left	and	another	on	the	right),	creating	a	stereo	sound	image.	So	that	the	outcome	isn’t	very	

predictable,	short	incisive	edits	are	made	on	both	tracks.	The	result	unleashes	(at	least	for	myself)	

a	very	powerful	sensorial	experience:	this	listening	experience	feels	like	a	massage	to	the	inner	ears,	

it	feels	like	the	sound	is	subtly	touching	the	inner	ears	with	these	wave-like	movements.	More	than	

just	 the	 possibility	 for	 sensing	 sound	 as	 a	 touching	 event	 from	 the	 outside,	 it	 might	 open	 the	

possibility	of	sensing	sound	as	this	inner	vibratory	sensation	of	touch.	

	

(I.	
(timecode	video:	02’58’’)	

The	 first	 piece	 begins	 with	 the	 same	 ambience	 of	 the	 red	 light	 in	 the	 background,	 with	 the	

installation	exposed	 in	 backlight	 and	 the	music-making	body	performing	 in	 backlight.	 From	 this	

lighting	set,	various	disparate	variations	will	be	produced	so	that	almost	at	the	end	of	the	piece,	an	

opposed	imaged	is	produced:	the	installation	and	the	music-making	body	are	exposed	in	red	and	

the	stage	disappears	in	black.	This	image	is	deconstructed	at	the	end	of	the	piece:	black	or	absence	

of	light	seems	to	absorb	the	whole	stage	and	every	music	body	(including	the	installation)	except	

for	the	music-making	body.	

	

fig.60	

		

This	first	piece	explores	the	idea	of	incision,	through	two	layers	or	levels	of	the	music-making	body:	
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1	&	2	(where	each	of	them	will	then	have	other	layers	(a)(b)(c)):		

1. A	 subtle	 engagement	 with	 is	 evident	 in	 the	 first	 layer	 by	 its	 ‘name’	 Zauberverlehring	 or	

sorcerer’s	 ‘unapprentice’	 in	 a	 playful	 and	 affectuous	 reference	 to	 Ligeti’s	 piano	 étude	

Zauberlehring	or	sorcerer’s	apprentice.	This	first	layer	has	two	different	kinds	of	musical	events:	

(a)	initial	melodic	opening	gestures,	resonant	centrifugal	and	centripetal	élans	that	open	for	(b)	

diverging	and	spreading	textures.	As	a	resonant	poetic	space,	(a)	functions	as	a	concentrated	

potential	from	which	(b)	is	detonated	as	a	simultaneous	spreading	of	sound	textures	in	‘every’	

direction.	The	events	in	(b)	could	be	regarded	from	paradoxical	perspectives:	on	the	one	hand,	

an	 exercise	 of	 sublimation	 through	 this	 multidimensional	 texturizing	 –	 an	 exercise	 for	

‘dampening’	 the	body	and	 forging	music	as	magical	 stardust	 textures;	on	 the	other	hand,	 it	

could	be	regarded	as	an	opposite	exercise	for	bringing	the	music	bodies	and	body	of	music	as	

a	granular	dispersion	and	divergence	(again).	Dampening	is	then,	in	this	case,	an	undermined,	

sabotaged	exercise:	the	music-making	body,	as	a	forger	of	divergent	spreading	textures,	is	not	

a	body	shaping	a	musical	space	as	a	 ‘tonal	somewhere	between	the	notes’	 (a	homogeneous	

ethereal	‘safe’	space),	but	forging,	through	the	relation	from	itself	to	other	music	bodies,	an	

irregular	 musical	 space:	 music	 is	 a	 spreading	 through	 various	 directions,	 various	 textures	

weaved	 through	disparate	and	sometimes	simultaneous	music	bodies	and	piano	 (keyboard)	

techniques.	Texture	 is	 therefore	not	a	continuum,	 there	 is	a	disruption	between	 layers	 (the	

same	sound	can	be	diverging	in	multiple	sites,	e.g.	the	piano	and	determinate	chosen	plates)	

and	in	themselves	(e.g.	performance	will	develop	various	techniques,	such	as	alternating	the	

use	of	the	sustain	pedal	with	the	sostenuto	pedal	for	forging	different	resonant	spaces	inside	

the	piano),	as	resonant	gaps	that	can	open	for	other	dimensions	of	this	texture.		

	

2. The	second	layer	is	a	disruptive,	suspended	level	that	appears	as	an	implosion	of	the	previous	

divergent	musical	space.	This	layer	of	implosion	could	be	then	characterized	as	an	autoimmune	

event	 where	 the	 music-making	 body,	 reacting	 towards	 the	 internal/external	 divergences	

explored	 through	 diverging	 textures	 of	 the	 previous	 section	 (1b),	 disrupts,	 deconstructs	 its	

internal	 organisation,	 falls	 apart.	 As	 a	musical	 space,	 this	 disruptive	 second	 layer	 is	 again	 a	

paradoxical	 space	 of	 the	music	 bodies:	 occurring	 as	 a	 disruptive	 listening	 event,	 this	 space	

seems	to	unfold	both	as	a	here	and	a	nowhere	simultaneously.	All	music	tension,	divergences,	

spreadings	of	1(b)	 converge	 into	 the	 ‘minimum’	divergent	oscillating	event	now:	 the	music-

making	body,	suddenly	prostrated,	folds	in	oscillation,	towards	one	single	tone/key	‘a2’.	This	

‘strategy’	of	prostration	and	deconstruction	of	all	music	bodies	(body	of	music	included)	carries	

a	potential	of	vertigo.		
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fig.61	

	

But	 the	 ‘precision’	 of	 this	 body’s	 sudden	 ‘failure’,	 or	 the	 certain	 ‘accuracy’	 of	 this	 loss	 of	

direction	 through	 a	 nowhere	 also	 unfolds	 as	 a	 sudden	 concrete	 here	 –	 because	 the	 body	

disrupts	through	a	concrete	and	precise	single	tone/key,	and	through	a	precise	folding	position.	

Or,	to	put	it	differently:	the	body,	escaping	from	itself,	losing	control	of	itself,	cannot	help	being	

imprisoned,	locked	in	itself	as	a	concrete	body	here,	and	as	a	concrete	relation	to	itself	and	to	

other	music	bodies.	This	nowhere	of	deconstruction	is	then	paradoxically	a	nowhere	as	here,	or	

a	here	as	nowhere:	the	tension	of	being	a	single	event	which	is	both	and	at	the	same	time	a	

concrete	here,	a	collapsing	nowhere	and	the	unbridgeable	gap	in	between	them.	In	the	same	

motion,	deconstruction	and	transduction,	falling	apart	and	pulling	together	arise	as	oscillation	

in	between:	 the	body	 (every	music	body,	body	of	music	 included)	 is	neither	dead	nor	alive,	

neither	active	nor	passive,	it	arises	as	its	own	phantom,	creating	a	new	suspended	inoperative	

logic:	 resonation,	 oscillation.	 A	 body	 hanging	 nowhere,	 but	 hanging:	 a	 body	 suspended,	

deconfigured,	 disfigured,	 out	 of	 itself,	 nowhere	 to	 find	 but	 exposed	 as	 an	 intimate	 micro	

vibratory	here.	This	process	 is	emphasized	through	the	 instrumental	body:	the	resonance	of	

layer	 1	 is	 through	 this	 disruptive	moment	 of	 layer	 2	 filtered	 through	 the	 sostenuto	 pedal,	

emerging	as	phantom	resonance.		
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The	 disparity	 of	 music	 bodies	 and	 their	 established	 functions	 clearly	 implode	 as	 a	 most	

sensorial,	 listening,	 oscillatory	 event.	 Occurring	 through	 the	 possibility/impossibility	 for/of	

listening	 and	 through	 the	 possibility/impossibility	 of	 rendering	 inoperative	 any	 trace	 of	

organised	mechanism	of	the	bodies,	this	implosion	space	is	the	moment	where	the	bodies	risk	

themselves	towards	a	loaded	emptiness,	a	resonating	void.	Hence,	the	prostration	of	the	body	

does	not	stand	for	resignation	or	a	promise	of	immobility:	prostration	and	deconstruction	of	

the	body,	in	this	autoimmune	event,	is	the	episode	that	exposes	not	only	the	vulnerability	and	

fallibility,	but	also	the	plasticity,	flexibility	and	kinetic	potential	(inherent	to	this	vulnerability	

and	fallibility)	as	a	potential	for	restoring,	re-configuring	the	future:	implosion	and	prostration	

of	the	body	as	a	possibility	for	re-configuration	and	a	possibility	to	resist.	

	

In	 here	 as	 nowhere	 |	 nowhere	 as	 here	 the	 piano	 is	 approached	 through	 various	 resonant	

possibilities:	the	use	of	the	sustain	pedal	for	making	the	whole	body	of	the	piano	resound;	the	

use	of	the	sostenuto	pedal	for	creating	and	shaping	disparate	resonant	spaces	with	different	

amplitudes	(selecting	on	the	keyboard	the	strings	that	can	vibrate	sympathetically);	the	use	of	

different	installation	plates	that	act	as	multiple	piano	resonators.		

But	the	most	important	strategy,	which	is	used	for	the	first	time	in	the	trilogy	in	a	conscious	or	

systematic	way,	is	that	of	approaching	the	music-making	body	itself	as	a	resonant	space.	This	

is	 then	something	that	happens	through	different,	but	associated	events.	The	music-making	

body	can	act	as	a	resonating	filter	through	the	position	or	the	shape	of	the	specific	body	on	the	

keyboard	or	strings	(it	is	the	shape	of	the	body	surface	of	contact	that	determines,	again,	the	

strings	 that	 can	 vibrate	 sympathetically)	 determining	 itself	 as	 the	 shaping	 of	 the	 resonant	

space.		

But	usually	this	action	is	part	of	a	more	important	event:	through	disruption,	the	music-making	

body	 suspends	 any	 possibility	 of	 narrative,	 for	 resounding	 itself:	 the	 music-making	 body	

exposes	itself	as	a	body	that	stands	for	its	own	artifice.	This	is	the	moment	when	it	becomes	

clearer	 that	 the	 strict	 separation	 of	 designations	 and	 functions	 of	 music-making	 bodies,	

instrumental	 bodies,	 listening	bodies	or	bodies	of	music	may	not	 feel	meaningful	 anymore,	

because	each	of	them	incorporates	the	others	in	itself.	The	music-making	body,	imploding	the	

spreading	 character	 of	 (1b)	 into	 a	 single	 resonant	 sound,	 is	 not	 only	 a	 body	 playing	 an	

instrument,	 but	 also	 a	 body	 that	 is	 being	 played	 by/through	 the	 instrumental	 sound	 it	 has	

produced.	Resonance	is,	in	this	context,	an	engagement	in	all	directions	at	once:	every	music	

body	 is	 playing	 and	 being	 played,	 listening	 and	 being	 listened	 to,	 composing	 and	 being	

composed,	every	event	occurs	in	every	direction	simultaneously.	This	brings	to	the	foreground	

the	music-making	body	not	just	as	a	body	producing	a	sonic	event,	that	is	independent	from	it,	

but	as	a	body	that	is	part	of	the	sonic	event	itself	as	an	other	resonant	space.	The	music-making	

body	 is	 therefore	 brought	 forth	 both	 as	 an	 instrumental	 body,	 a	 listening	 body,	 but,	 most	

importantly,	as	a	body	of	sound	and	a	body	of	music.		
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2	b)	But	the	disruptive	layer	2	can	also	emerge	as	an	exploded	space	instead	of	imploded:	the	

music-making	body,	trapped	in	its	own	playing	of	level	1b)	in	the	arising	tension	of	a	repetitive	

circular	 loop	with	 both	 hands	 in	 opposed	 registers	 of	 the	 piano	 is	 projected	 backwards	 or	

outwards,	expelled	as	phantom	body	towards	a	nowhere	as	there	|	there	as	nowhere.		

Neither	 dead	 nor	 alive,	 neither	 active	 nor	 passive,	 this	 suspended	 body	 can	 be	 the	music-

making	body,	but	also	the	expelled	body	of	music,	or	any	other	music	body	in	this	relation.	This	

‘explosion’	of	the	music-making	body	is	shaped	and	emphasized	through	its	relation	with	the	

instrumental	body:	 the	 full	 resonant	body	of	 the	piano	 is	 resounding	with	 the	sustain	pedal	

through	the	described	process	of	layer	(1b).	This	use	of	the	sustain	pedal	is	evidently	magnifying	

the	amplitude	and	intensity	of	the	instrumental	body’s	resonance.	At	the	peak	of	this	tension,	

the	music-making	body	or	all	music	bodies	are	expelled,	and	this	‘explosion’	occurs	as	a	filtered	

resonance,	oscillation.	This	body	as	resonance	is	filtered	from	the	previous	resonance	of	the	

sustain	pedal,	through	the	sostenuto	pedal	(the	resonance	is	rendered	a	special	and	unexpected	

character	or	sound	‘aura’).	From	the	violence	of	the	‘explosion’,	the	music-making	body	arises	

as	areal	or	phantom	resonation	and	oscillation.	

	

	fig.62	

	

2c)	 layer	 two	 can	 also	 emerge	 as	 an	 undermined	 or	 contained	 exploded	 space.	 Exploding	

outwards	 as	 nowhere	 there,	 an	 exploded	 force	 is	 contained	 here,	 emerging	 with	 a	 double	

character	both	of	explosion	and	implosion.	It	is	the	most	intense	event	of	layer	two,	and	it	is	

reached	through	the	previous	exploring	of	musical	textures	as	undulations	of	the	music-making	

body	through	Zauberverlehring	layer	(1).	This	undulation	reaches	a	culmination,	again,	through	

a	repetition	that	feeds	back	the	magnitude	of	undulating	movements	of	both	hands	in	extreme	

registers	of	the	keyboard	in	ffff.	The	whole	crescendo	of	undulating	movements	is	done	with	

the	sustain	pedal,	which	puts	the	whole	piano	body	and	strings	in	vibration	and	resonation.	The	

moment	it	reaches	its	point	of	no	return	and	the	body	is	about	to	be	expelled,	the	explosion	

happens,	the	body	is	projected	outwards,	but	paradoxically	remains	stuck	to	the	instrument.	If	

it	remains	stuck	to	the	instrument	it	is	because	this	time	it	is	the	position	of	the	body	(in	this	

case	 of	 both	 hands)	 on	 the	 keyboard	 in	 opposed	 registers	 that	 is	 filtering	 and	 shaping	 the	



	

	
	

245	

resonance:	 pressed	 down	 with	 the	 palm	 of	 both	 hands	 in	 opposed	 registers,	 the	 keys	 are	

leaving	the	correspondent	strings	open	to	resonate	along	and	disabling	 the	resonance	of	all	

other	 strings.	The	process	of	 the	undulating	crescendo	and	contained	explosion	 is	 repeated	

after	 this	 resonant,	 oscillating	 event,	 but	 this	 time	 something	 different	 happens:	 after	 the	

contained	explosion	event,	where	the	body	remains	stuck	to	the	instrument	with	both	hands	

as	filters	for	resonance,	as	before,	the	left	hand	abruptly	leaves	the	keyboard.	At	this	moment	

the	resonance	 is	 filtered	again	(when	the	 left	hand	 leaves,	only	the	right	hand	acts	as	filter)	

from	 the	 previously	 filter	 (with	 both	 hands)	 and	 one	 can	 better	 perceive	 the	 sound	

transformation	as	a	consequence	of	the	action	of	taking	a	hand	off	the	keyboard.	The	music-

making	body	is	thus	more	explicitly	exposed	as	a	resonant	filter.	In	these	resonant	events	the	

tension	between	the	exploded	space	towards	a	nowhere	as	there	but	contained	or	stuck	to	a	

here	becomes	almost	a	dramatic	event.	In	this	oscillation	event	the	impossibility	of	a	complete	

escape	is	brought	forth:	a	body	is	a	body	is	a	body…	

	

	

		

fig.63	
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1.	

melodic	plasticity	as	élan	

as	establishing	a	resonant	relation	

it	does	not	really	state	anything	

Although	it	might		

-	open,	opening	

	

resonance	is	not	what	is	heard	after	

																					-	not	what	is	heard	after		

but	a	relation	in	all	directions	

at	once		

space-time	diverging	|	converging	

(resonance	is	a	plasticity	of	the	past	as	present	

and	future	too)	

	

melodic	gesture	opens		

falling	towards	itself,	

fragmenting	

resonating	as	itself	

as	

	

weaving	imperfection	

asymmetrical-multidimensional-textures		

with	holes,	separations	to	fall	in-out-through	

textures	that	fail	and	fall	themselves		

as	a	Zauberlehring	that		

insistently	fails		

the	sublimation	of	magic	trick	

a	Zauberlehring	that	insistently		

bumps	upon	itself	and	inevitably	

fails	the	magic	

but	then:	

	

2.	

disruption	happens	

resonance	happens	

not	as	an	outer	space	but		

as	an	inside	folded	outside	

the	magic	phantasmal	space		

of	music	

converges	as		

divergence	

as	phantasmal	space	of	resonance:	

the	music-making	body		

is	not	dampened	to	make	

resound	the	evaporated,	exhaled	

music	

the	music-making	body	is		

resounding	
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music-becoming	

(inside	is	folded	outside		

outside	in)	

	

resonance	is	a	body	concentrated		

an	intensified	tension	

as	sound	relation:	

the	music-making	body	

escaping	itself	

stuck	to	itself	

-	resounding		

vulnerability	

	

but	not	only	that:		

making	a	sound	of	an	instrument	resound		

(with	your	body)	is	

filtering	all	other	possibilities	

	

concentrating	music,	as	

tension	

as	body	

in		

one		

sound		

and	finding	out:	

the	opulent	resonating	potential		

within	the	risk	of		

	

-	not	making	‘something’	resound	

but	resounding		

as	plasticity	of	being	

sound.		

	

	

1. and	finding	a	direction	towards	a	no-direction:	

somewhere		

as	safe?		

	

texturizing	as	being	the	magic,	conjuring	trick	

in	all	directions	of	a	no-direction	

	

	

2. but	failing		

to	reduce,	to	dampen	

	

	

the	magic	here,	does	not	trick	anyone		

anymore	

with	a	vague	idea	of	a	magic	anywhere,		
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magic	is	here	projecting	the	weight	of	the	body	

nowhere	-	

	a	listening	body:	

a	body	as	resonance	

oscillates	

a	body	as	violence	

	

a	body	as	violence	

is	again	concentrated	

	tension		

resounding	

	-	a	paradox:	

disruption	also	as	arrival	point:	

a	body	escaping	itself		

and	finding	itself	

in	one	motion	

-	nowhere	is	here	

or	here	is	suddenly	nowhere	to	find	

the	unsafe	turns	safe		

the	safe	turns	unsafe	

	

and	then	disrupting	disruption	again	

(the	game)	

with	a	simple	staccato	

-	humour	as	possibility	for	deconstruction	

or	transduction	

	

	

1. finding	a	direction	somewhere	as	unsafe	or	safe?	

failing	again,		

but	failing	better,	

ironically	much	better:	

tricking	yourself,	enchanting	yourself		

through	starlit,	stardust	sounds	

-	because	it	is	all	about	tricking	yourself		

as	a	spectator	in	the	first	instance	-	

Enchanting	yourself		

suddenly	opens	a	possibility		

not	just	to	produce	undulating	textures	

but	for	becoming	undulating	

textures	

as	music-making	body:	

when	it	is	the	hand,	the	arm	

and	not	the		

single	finger	that	acts		

as	swingle	singer	

magic	(un)becomes		
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2. ‘a	mast,	an	arm,	a	head’	

an	undulating	body	

is	an	empowered	body	

as	resounding	mast:	

	

claiming,	performing	its	right	

to	drift	

to	float	

	not	to	be	productive		

escaping	the	choreography	of	the	system	

but	inevitably		

falling	

failing	

creating	another	

choreographical	statement	

	

a	body	as	undulation		

is	then		

a	listening	body	

in	feedback:	

compressed	violence	

unleashed	

the	most	dramatic	explosion	is	the	one	

that	implodes	

there	as	here	|here	as	there	

as	unsafe	safe	space	

a	body	that	is	over	sensitive	and	over	reactive	can	be	then		

a	body	alive		

through	the	dead	

	

	

1. the	body	is	then	slowly	opening	between		

enjoying	

the	delightfulness		

of	becoming	senses	

themselves		
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(II.	
(timecode	video:15’52’’)	

	
As	previously	described,	the	end	of	I.	deconstructs	the	former	exercise	of	variations	between	red	

light	and	absence	of	 light.	From	this	deconstruction,	a	negative	space	is	created,	where	black	or	

absence	 of	 light	 tends	 to	 absorb	 the	whole	 stage	 and	 every	music	 body,	 except	 for	 the	music-

making	body.	Through	this	negative	space,	the	slowness,	the	liminality	of	gesture	and	the	subtlety	

of	this	piece,	the	music-making	body	emerges	as	a	new	spacing	outlined	against	a	deep,	engulfing	

darkness.	The	ideas	of	arealization	of	the	bodies	and	of	emergence	of	the	phantom	limbs,	which	

are	here	touched	through	concrete	composing	and	performing	strategies,	are	fed	back	through	a	

lighting	approach	that	zooms	in	on	the	music-making	body,	exposing	and	enhancing	the	smallest	

detail.	This	lighting	approach	is	however	not	a	static	one:	is	always	subtly	and	slowly	shifting	the	

perspective,	 deeply	 exploring	 the	 use	 of	 moving	 shadows	 against	 the	 oxidized	 textures	 of	 the	

installation	(also	as	a	way	to	enlarge	the	magnitude	of	certain	movements).	

	

		
fig.64	

	

The	music-making	body	and	body	of	music	bring	to	other	levels	and	limits	this	exercise	of	becoming	

the	senses	themselves:	this	second	piece	puts	in	greater	evidence	the	claimed	fact	that	this	music	

is	 not	 really	 about	 what	 is	 transmitted	 at	 a	 semiotic	 level,	 but	 mostly	 about	 the	 gaps	 and	

engagements	between	different	musical	events,	different	music	bodies	and	levels	of	bodies.	The	

piece	is	an	exercise	where	the	liminal	sensorial	and	proprioceptive	exploring	of	the	music	bodies	

(by	 themselves	 and	 each	 other)	 becomes	 itself	 music.	 This	 happens	 not	 through	 an	 evident	

Lachenmannian	strategy,	but	mostly	through	a	strategy	of	arealization	of	the	music	bodies	 (and	

bodies	 of	music):	 bringing	 the	music	 bodies	 out	 of	 themselves	 as	 both	 intangible	 and	 concrete	

bodies,	as	paradoxical	suspended	bodies	that	can	float	here	–	nowhere	as	here	|here	as	nowhere.		
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This	strategy	of	arealization	of	the	music	bodies	is	a	process	that	is	triggered	mostly	through	the	

perspective	of	the	music-making	body	–	a	body	as	listening.	Again,	a	music-making	body	that	is	in	

extreme,	liminal	sensorial	and	listening	engagement	‘detaches’	itself	from	itself,	and	becomes	an	

instrumental,	resounding	body.	Arealization	of	the	bodies	thus	becomes	a	process	that	does	not	

erase	the	here	of	the	body	as	 in	the	sonotropic	perspective,	nor	does	 it	 focus	exclusively	 in	this	

concrete	 dimension	 of	 the	 music	 bodies,	 but	 arises	 as	 ‘in	 between	 tension’	 and	 ‘in	 between	

vibration’.		

Music	bodies	and	body	of	music	arise	then	as	bodies	suspended	between	narrative	and	disruption,	

between	materiality	and	 immateriality.	 This	 idea	of	 ‘in	between	disruption	and	narrative’	or	 ‘in	

between	no-choreography	and	choreography’	becomes	then	the	most	difficult	endeavour	of	the	

performance,	as	we	will	observe	further.	

	

There	 are	 two	highly	 important	 composition	 and	performance	 strategies	 for	 arealization	 in	 this	

context:	the	first	is	to	reduce	the	concrete/material	body	of	music	to	a	minimal	collection	of	very	

short	 resounding	 gestures;	 the	 second	 refers	 to	 the	 creation	 of	 the	 most	 extreme	 sensorial	

engagement	of	the	music-making	body	towards	its	subtlest	kinetic	potential,	a	liminality	that	might	

be	something	close	to	Paxton’s	small	dance.	This	relation	is	then	not	only	established	towards	itself	

but	also	established	as	a	‘telepathic’	sensorial	engagement	towards	all	music	bodies.	This	liminal	

engagement,	as	listening,	can	unleash	feedback	processes	with	the	possibility	of	amplifying	liminal	

oscillation.	Through	this	 feedback	and	amplification	process,	 the	most	 intimate	and	unutterable	

event	can	become	audible,	palpable	and	visible:	a	nowhere	can	arise	as	an	overloaded	space	here.	

	

From	an	intense	and	long	process	of	performance/listening	experiments,	which	were	recorded	in	

video,	this	performance	telepathic	sensorial	engagement	arose	together	with	an	array	of	 liminal	

gestures.	Out	of	these	gestures,	some	afforded	a	concrete	choreographic	(resonant)	quality	that	

was	kept,	while	others	afforded,	through	their	glimpsing	photographical	quality	(they	can	be	just	a	

chord,	or	a	succession	of	two	very	short	events),	a	‘potential	for	opening,	oscillating,	resonating’.	A	

collection	of	about	thirteen	gestures	was	progressively	selected	from	experiments	in	rehearsals	and	

compiled	as	forming	a	‘resonant	catalogue’	with	specific	features:		

	

- except	for	the	cases	that	will	be	mentioned	further,	all	resonant	gestures	and	the	overall	

experience	of	the	piece	emerge	as	a	liminal	performance	experience	and	have	a	dynamic	

range	between	pppp-p	(a	liminal	experience	that	is	again	zoomed	in	on	by	the	amplification	

of	the	piano);	

- some	resonant	gestures	are	opening	melodic	élans;		

- some	are	a	crystalized	harmonic	relation;	

- some	have	a	more	concrete	choreographic	 feature:	one	 is	 the	explicit	oscillation	of	 the	

body	between	opposed	 registers,	where	 the	arms	and	upper	body	clearly	oscillate	and	

undulate	in	a	free	syncopated	way	with	both	an	opening	and	closing	character;	some	are	

a	collection	of	‘almost	waltz’	gestures	that	are	produced,	shaped	through	different	parts	
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of	the	upper	body/arms	(occasionally	acting	like	filters	for	resonance);	

- some	emerge	as	disrupted	gestures	of	the	body/arms/elbows/	hands,	etc.,	falling	or	failing	

a	 narrative,	 losing	 control	 of	 themselves,	 and	 arising	 as	 new	 sensorial	 relations	 and	

engagements	of	the	music	bodies;	

- some	are	an	actualization	of	disruption	into	concrete	oscillatory	movement	tendencies;	

- out	 of	 nowhere,	 specific,	 glimpsing	 ff-ffff	 gestures	 emerge	 abruptly	 (only	 once),	 as	

disruption	of	the	established	intimate	sphere	of	here	as	nowhere	(and	its	dynamic	pppp-p	

range),	and	disappear	abruptly	into	nowhere,	unfolding	specific	fremd/foreign	resonances:	

1)	 one	 abrupt,	 glimpsing	 ff	 arpeggio	 ascending	 gesture	 emerges	 (once)	 from	 the	 high	

register	(with	an	expelling	character;	2)	two	different	abrupt	ffff	imploding	gestures	occur	

in	 the	 lowest	 register	 (once	 each)	 as	 brutal	 disruptive	 events.	 Their	 overwhelming	

resonance	 is	 immediately	 filtered	 by	 the	 position	 of	 the	 music-making	 body	 on	 the	

keyboard	(one	gesture	is	filtered	by	both	hands	and	the	other	by	the	forearm).	This	action	

produces	a	dramatic	effect18for	several	reasons:	1)	when	all	strings	are	vibrating	in	fff	with	

the	sustain	pedal,	and	the	pedal	is	suddenly	taken	away	at	the	same	time	that	the	arms	or	

hands	are	pressing/laying	on	the	‘muted	keys’,	the	resonance	becomes	the	shape	of	the	

music-making	body,	or	the	music-making	body	becomes	the	shape	of	resonance.	2)	the	

filtered	 resonance,	 for	 its	 foreign	 character,	 arises	 with	 a	 potentially	 ‘anguishing’	

character.	 Its	 foreign	 effect	 is	 also	 produced	 through	 a	 visual	 factor:	 what	 is	 usually	

regarded	 as	 the	 gesture	 for	 playing	 and	 producing	 sound	 –	 bringing	 the	 hands	 to	 the	

keyboard	–	engenders	its	‘opposite’	effect,	filtering,	reducing	production	of	sound;	3)	after	

the	 absolute	 and	 inconsequent	 brutality,	 the	 sudden	 hands	 or	 arm	 gestures	 and	 the	

filtering	effect	can	have	an	ambiguous	character	of	assisting,	relieving	pain;	

- one	gesture	(prostration)	occurs	only	once,	provoking	the	ultimate	disruption	of	the	body	

of	music,	 the	end	of	 the	piece:	 the	music-making	body,	 listening,	 lets	 itself	 go	 through	

disruption,	 losing	 control	 of	 one	 hand	 and	 then	 the	 other,	 both	 hands	 falling	 on	 the	

keyboard	with	the	palms	up.	The	music-making	body,	listening,	oscillates.		

	

Gestures	 have	 been	 collected	 to	 afford	 a	 flexibility	 for	 variation	 and	 a	 flexible	 idea	 of	

sequentiality.	 Some	 ideas	 have	 been	 compiled	 throughout	 the	 creative	 process	 of	

composition/performance	as	‘guidelines’	for	performance:		

	

-	 becoming	one’s	own	 listening:	 it	 is	 not	 about	 the	body	being	 immersed	 in	 sound,	but	

about	the	body	being	able	to	discover	itself	as	sound;	

		

-	there	is	no	objective	time	outside	the	body(ies):	time	is	the	spacing	of	the	body(ies)	as	

resonation.	Time	is	space-time	as	a	dimension	of	the	bodies	listening,	opening;	

																																																								
18	The	dampening	gesture	of	with	the	hands	or	arms,	which	is	an	efficient	gesture	on	vibrating	strings	or	on	a	vibrating	
skin,	is	evidently	not	effective	on	the	piano	keyboard.	However,	in	this	context	it	turns	out	to	be	surprisingly	effective,	
as	explained	further.	
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-	being	in	a	state	of	resonance	is	not	a	passive	or	static	state,	and	it	does	not	correspond	to	

an	idea	of	contemplation:	it	is	about	an	intimate	and	most	intense	experience	of	becoming	

part	of	the	sound	event;	

	

-	being	 in	a	state	of	 resonance	 is	not	exactly	an	active	state	either,	but	a	delightful	and	

flavourful	state	in	between:	a	vibration	mode,	that	can	be	explored…	fed	back	and	forward,	

subtly	dampened;	

	

-	the	oscillatory	state	of	the	body	can	be	experienced	as	different	‘opening	states’;	

	

-	a	state	where	the	body	can	really	sense	itself	as	being	space	and	time;	

	

-	between	music	and	dance;	

	

	

But	 probably	 the	 most	 important	 and	 difficult	 feature	 to	 achieve	 through	 this	 performance	

experience	 is	 the	unbalanced	balance	between	narrative	 and	disruption,	 choreography	 and	no-

choreography,	concreteness	and	ungraspable,	here	and	nowhere.	It	is	very	easy	either	to	fall	in	a	

logic	 of	 narrative,	 that	 enhances	 continuity	 and	 the	 relation	 between	 gestures	 or	 to	 fall	 in	 an	

opposite	 logic	 of	 separation,	 where	 you	 lose	 any	 connection	 to	 the	 previous	 or	 the	 following	

gesture.	 Each	 of	 these	 directions	 fall	 in	 a	 logic	 of	 predictability	 and	 cannot	 afford	 an	 intense	

experience.	The	idea	is	then	to	emerge	at	the	surface	as	this	‘in	between’	unbalance	and	balance,	

expression	and	inexpression,	control	and	out	of	control	

with	an	intensity	potential	for	surprising	and	getting	surprised.		

	

	

II.	b	(resonance)	

	

Resonance	of	the	disruption	and	prostration	gesture	as	liminal	oscillation	of	the	body	and	hands	

continues	for	some	time	after	the	sound	of	the	piano	has	faded	away.	Disruption	of	sound	seems	

to	occur	through	this	prostration	and	liminal	gesture:	through	a	‘telepathic’	subtlest	engagement	

of	the	music	bodies,	the	installation	seems	to	resonate	sympathetically	along.	Liminal	oscillation	

here	gives	rise	to	a	new	liminal	oscillation	there.		

What	happens	is	that	the	metal-plates’	installation	is	activated	by	the	music-making	body:	one	of	

the	speakers	hanging	on	the	plates	is	switched	on	with	a	sound	processing	effect	that,	through	a	

feedback	process,	produces	an	almost	imperceptible	pulsating	sound	with	a	breathing	character.	

This	almost	imperceptible	pulsating	sound	arises	‘alone’:	though	feedback,	the	installation	begins	

to	react	towards	 itself	 in	a	slow	and	long	crescendo.	During	this	slow	crescendo,	other	elements	

begin	resonating	along.	Different	metal	plates	are	manipulated	by	myself	through	strings	(which	
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are	attached	both	to	the	selected	metal	plates	and	the	piano).	However,	this	manipulation	remains	

into	a	certain	extent	concealed	or	ambiguous	through	liminal	lightning	of	the	performing	body:	the	

space	of	the	stage	is	again	a	negative	black	space	absorbed	by	the	absence	of	light	where	the	music-

making	 body	 tends	 to	 disappear	 as	 subject	 of	 the	 action,	 and	 the	 undulating	 plates,	 through	

minimum	lighting,	begin	to	emerge	as	undulating	shapes	and	shadows,	creating	a	very	powerful	

and	organic	sensorial	effect.		

	

		

fig.65	

	

The	 different	 metal	 plates	 and	 different	 ways	 of	 manipulating	 the	 strings	 produce	 different	

undulating	 and	 resonating	 sounds.	 But	 the	 presence	 of	 the	 breathing	 sound	 effect	 brings	 an	

overwhelming	living	character	to	the	sound	installation.	The	crescendo	in	dynamics	comes	together	

with	 an	 increasing	 textural	 complexity	 of	 this	 undulating	 and	 breathing	 ‘sound	 creature’:	 the	

number	of	metal	plates	oscillating	increases,	the	intensity	of	oscillation	increases,	another	speaker	

in	another	metal	plate	with	a	similar	breathing	effect	is	added,	the	intensity	of	the	breathing	effect	

in	 both	 speakers	 is	 also	 increased,	 enhancing	 the	 friction	 between	 speakers	 and	 plates.	 The	

crescendo	 is	 produced	 through	 an	 overwhelming	 feedback	 process,	 where	 the	 complexity	 and	

power	of	sound	begin	to	swallow	themselves.	If	the	music-making	body	emerges	as	a	body	that	is	

able	 to	 discover	 itself	 as	 sound,	 through	 a	 kind	 of	 autophonic	 process,	 here	 it	 is	 the	 sound	

installation	 that	 arises	 as	 both	 subject	 and	 autophonic	 instrument:	 through	 an	 unleashing	 of	

intensity	and	feedback,	the	instrument,	designed	with	a	very	sensitive	resonation	potential,	seems	

to	be	able	to	resound	by	itself	and	feed	this	resonation	process	by	itself.	Throughout	this	process,	

the	 negative	 black	 space	 of	 the	 beginning	 of	 II.b)	 was	 slowly	 being	 undermined	 by	 a	 gradual	

increasing	 of	 lighting	 (exploring	 many	 nuances	 of	 shades	 and	 textures)	 on	 the	 metal	 plates	

installation.		



	

	
	

255	

(III.	
(timecode	video:	28’07’’)	

The	third	piece	begins	from	the	deconstructive	perspective	of	the	autoimmune	event,	and	explores	

the	 out	 of	 control,	 falling	 apart	 music-making	 body,	 as	 a	 conflict.	 A	 spasmodic,	 reactive,	

deconstructed,	 disassembled	 music-making	 body	 is	 brought	 to	 the	 foreground:	 it	 is	 exposed	

through	its	persistent	spasms,	kinetic	drives,	flexibility	and/or	inflexibility,	resistance,	resilience	or	

non-resilience,	tics,	 jerks.	The	music-making	body	 is	brought	as	a	resounding	overload:	the	non-

organization,	non-structuration	of	the	disrupted	body	becomes	loudly	audible,	visible,	palpable19.	

	

After	 the	 previous	 ‘installation	 event’	 of	 II.b,	 where	 the	 audio	 and	 visual	 focus	 was	 fully	

concentrated	 on	 this	 installation,	 in	 III.	 the	 music-making	 body	 becomes	 the	 centre	 of	 the	

performance	 space	 again:	 lighting	 is	 fully	 centred	 on	 the	 ‘spasmodic’	 music-making	 body	

(installation	and	stage	are	concealed	through	absence	of	light).	

	

		
fig.66	

	

A1)	 The	music-making	 body	 is	 sat	 at	 the	 keyboard	 but	 cannot	 really	 sit	 right,	 it	 seems	 to	 have	

spasmodic	 movements,	 that	 tend	 to	 expel	 the	 body	 in	 an	 outwards/backwards	 direction.	 This	

expelling	movement	seems	to	be	responsible	for	the	fact	that	the	feet	can’t	find	a	fixed	ground:	

through	this	attempt	of	finding	a	stable	position	on	the	floor,	the	feet	produce	repetitive	but	non-

linear	sounding	kicks	on	the	pedals	and	their	steel	rods	(which	resonate	on	the	soundboard	and	are	

amplified	through	a	specific	microphone	placed	near	the	pedals/steel	rods).	Or	it	might	be	exactly	

the	 contrary:	 the	 kicks,	 as	 attempts	 for	 finding	 a	 ground	 or	 a	 stability	 of	 the	 body,	 could	 be	

responsible	for	the	repetitive	and	non-linear	spasms	of	the	body.	Contradicting	this	expelling	force	

																																																								
19	That	vulnerability	is	in	a	certain	way	exposed	through	this	autoimmune	event	does	not	mean,	again,	that	it	is	explored	
through	a	passive	and	naturalized	perspective	that	is	willing	to	seek	a	‘rawness’	of	the	bodies.	Vulnerability	is	not	regarded	
as	a	predictable	and	stable	feature	of	the	closed	body,	but	as	undecidability.	The	disrupted,	overloaded	music-making	
body	is	a	new	flexibility	or	plasticity.		
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of	 the	 body,	 both	 hands	 are	 holding	 or	 anchored	 on	 the	 piano	 front,	 resisting.	 All	 the	 piece	 is	

brought	as	a	tension	between	both	forces	and	tendencies:	expelling	and	grounding.	Through	this	

tension	in	between,	the	right	arm	begins	to	escape,	unorderly,	out	of	control,	disarticulated,	falling	

apart.	The	disarticulated	arm,	 its	elbow	twisted	upwards,	as	 if	hanging	from	an	invisible	hanger,	

reaches	 the	highest	note	on	 the	 keyboard	with	 its	 right	 thumb	and	 ‘drums’	 it	 unorderly	with	 a	

seemingly	hammering	sound	(the	strings	of	this	last	key	are	muted	with	a	tuning	damper).	But	the	

action	is	disrupted:	the	body	can’t	act,	the	right	thumb	becomes	‘stuck’	to	this	same	key	and,	not	

being	able	to	get	out	of	this	awkward	arm	position,	the	body	begins	to	twist,	to	sense	itself	and	find	

itself	as	a	new	flexibility	within	this	awkward	new	position.	The	body	explores	this	disruption	space	

and	becomes	itself	audible	through	this	exploring.	

	

B1)	 from	 this	disruptive	 space,	and	 through	 this	 tension	between	both	expelling	and	grounding	

opposed	forces,	the	body	pulls	itself	together,	in	an	upright	sitting	position,	and	begins	to	play	the	

piano	‘normatively’.	But	this	engaging	with	the	piano	is	a	circular	‘autistic’	engagement:	the	music-

making	body	performs	a	circular	non-linear	musical	module	in	a	circular	non-linear	way.	In	relation	

to	previous	moment	A1),	this	oscillatory	movement	arises	as	a	possibility	for	finding	a	directionality.	

However,	the	music-making	body	remains	trapped	in	this	‘autistic	repetitive’	non-linear	circularity.	

Pulling	 together	 or	 reconstruction	 seems	 to	 be	 bringing	 the	 same	 disruptive	 space	 of	 A1)	 at	 a	

different	and	more	normative	level	here.		

	 	

A2)	 Performing	 the	 previous	 non-linear	module,	 a	 hand	 fails,	 literally	 falls	 on	 the	 side	 (on	 the	

keyboard)	and	the	music-making	body	disrupts	again	as	in	A1),	exploring	itself	again	as	a	disruptive	

event,	as	an	inoperative,	unsovereign	body.	Through	its	incapability	of	pulling	itself	together	in	an	

intended,	 directed	 action,	movement	 erupts	 again	 out	 of	 control.	 This	 time	 this	 out	 of	 control	

movement	is	brought	further:	the	arm	seems	to	hang	suspended,	and	the	movement	of	the	‘dead’	

forearm	oscillating	freely	is	sensed	and	fed	back	in	bigger	amplitudes	that	can	make	the	arm	hit	

either	 the	 keyboard	 or	 the	 piano	 lid.	 A	 body	 that	 cannot	 act,	 it	 explores	 itself	 sensorially	 as	

outsider(s)	of	itself.		

		

fig.67	
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B2)	the	body	pulls	itself	together	but	engages	with	the	piano	through	the	same	circular	engagement	

as	in	B1):	performing	the	same	circular	non-linear	module	in	a	same	circular	and	non-linear	way.	

And	again,	as	in	B1),	pulling	together	seems	to	bring	forth	the	same	disruptive	space	at	a	different	

level.	But	this	time	the	music-making	body	is	able	to	go	further	or,	at	least,	it	seems	to:	new	musical	

elements	begin	to	arise	from	this	circular	non-linear	mode.	Some	could	be	described	as	having	a	

similar	character	to	Brahms’	‘falling	cascades’,	other	elements	have	a	quasi-impressionist	quality.	

But	although	they	seem	to	find	a	directionality	to	the	music,	they	are	trapped	as	elements	of	the	

same	 non-linear	 circularity.	 They	 are	 then	 nothing	 more	 than	 the	 complexification	 and	

intensification	of	this	non-linear,	circular,	deconstructive	movement,	or	they	are	this	same	event	

brought	to	another	level.	Throughout	this	process,	and	almost	until	the	end	of	C),	the	lighting	(that	

was	until	the	end	of	A2	only	on	the	music-making	body)	begins	to	explore	different	variations	of	

red	approaches	towards	the	music	bodies.		

	

		

fig.68	

	

	

The	exposition	of	the	music	bodies	and	the	stage	are	produced	through	a	gradual	and	slow	shifting	

of	different	perspectives,	that,	little	by	little,	throughout	B2),	A3),	and	C,	increase	saturation	of	(red)	

colour	and	 (red)	 light.	This	 saturation	goes	along	with	a	big	 crescendo	of	 the	music	 towards	an	

overwhelming	excess	(of	light	and	colour)	that	tends	to	‘abolish’	(again)	linear	space.	Red	light,	as	

excess,	 tends	 to	 create	 a	negative	 space	again:	 the	 feedback	of	 the	positive	element	 (light	 and	

colour)	begins	to	unshape.	
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fig.69	

	

A3)	 The	 apparent	 directionality	 produced	 by	 the	 complexification	 of	 the	 non-linear	 circular	

movement	is	interrupted	when	a	triggered	studio	composition	begins	to	be	perceptible.	It	 is	the	

deconstruction	 exercise	 of	 Bach’s	 Exordium	 from	 St.	 John’s	 Passion	 BWV	 245	 described	 in	 the	

Chapter	Mutilating	the	semiotic	realm	–	‘engagement	with’	J.S.	Bach’s	‘St.	John’s	Passion’	of	Cluster	

II,	 and	 whose	 reading	 is	 therefore	 absolutely	 complementary	 to	 this	 text.	 The	 audio	 file	 (the	

deconstruction	of	Exordium)	is	triggered	by	myself	and	begins	with	a	long	fade	in,	taking	some	time	

to	become	perceptible	and	‘acknowledgeable’.	At	a	point	where	its	presence	becomes	evident,	the	

apparent	 directionality	 of	 the	 non-linear	 circular	 movement	 is	 slowly	 deconstructed:	 the	 body	

gradually	falls	apart	in	a	similar	but	less	intense	way	as	in	A1	&	2.	This	time,	the	hands	do	not	fall	

from	the	keyboard	but	tend	to	remain	stuck	to	it	(in	the	same	logic	of	piece	II.,	where	the	music-

making	 body	 becomes	 a	 resonant	 body	 through	 its	 surface	 contact	 with	 the	 keyboard).	

Simultaneously	to	these	events,	 the	body,	begins	to	engage	with	the	piano	pedals	as	 in	A1	&	2,	

through	repetitive	but	non-linear	sounding	kicks.		

	

C)	When	the	studio	 file	establishes	 itself	as	an	effective	new	element	of	 the	music,	 the	body	of	

music	bifurcates	again	through	two	distinct	and	parallel	events	1)	a	new	music	event	and	element	

(studio	composition)	that	is,	as	explained	in	the	complementary	text	Mutilating	the	semiotic	realm	

–	‘engagement	with’	J.S.	Bach’s	‘St.	John	Passion’,	Cluster	II,	the	mutilation	of	another	music	body	

or	event:	Bach’s	Exordium	from	St.	John	Passion;	2)	the	former	non-linear	circular	‘module’	that	is	

launched	when	this	studio	composition	establishes	itself	as	a	new	musical	element	of	the	piece.	

On	the	one	hand,	his	musical	moment	could	be	said	to	have	a	concertante	character	for	bringing	to	

the	same	event	an	orchestral	part	(even	if	recorded,	disrupted,	distorted,	mutilated,	etc.)	with	a	
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soloist	 piano	 part.	 But	 on	 the	 other	 hand,	 it	 might	 be	 perceived	 as	 the	 exact	 opposite	 of	 a	

concertante	piece:	 in	 this	 context,	bringing	 to	 the	 same	musical	 event	 two	disparate	bodies	 (as	

musical	events)	simultaneously	does	not	mean	that	the	strategy	for	composition	is	one	of	bringing	

together	two	complementary	parts	in	order	to	construct	an	integer	or	harmonic	whole	(as	it	would	

be	somehow	expectable	in	a	conventional	conception	of	a	concertante).	On	the	contrary:	 in	this	

context,	the	strategy	is	one	of	bifurcating	complexity.	If	until	here	complexification	of	a	non-linear	

circular	music	body	and	music-making	body	were	explored,	this	music	event	will	now	diverge	 in	

two	different,	distant,	independent	parallel	events.	On	the	one	hand,	the	same	kind	of	non-linearity	

continues,	in	an	obsessive	or	‘autistic’	way	that,	at	first	sight,	might	seem	to	be	unreactive	to	the	

studio	composition	or	audio	file.	But	on	the	other	hand,	the	composition/performance	strategy	is	

here	 one	 of	 finding	 how	 two	 disparate	 bodies	 can	 be	 affected	 by	 each	 other	 through	 their	

difference	and	distance.	Again,	 this	will	be	a	strategy	of	non-development	of	narrative:	 the	two	

parallel	 deconstructive	 events	 are	 touching	 each	 other	 at	 the	 distance,	 feeding	 each	 other’s	

intensity,	making	one	another	 grow	 in	 amplitude.	Of	 course,	 the	 studio	 composition	 is	 a	 stable	

register	with	no	possibility	to	be	affected	or	changed	through	performance.	But	the	process	of	its	

composition	was	also	done	through	rehearsals	and	experimentation	with	performance	at	the	piano,	

so	that	this	mutilated	‘exordium’	is	also	affected	by	performance	at	another	space-time.		

	

If	non-linear	circularity	of	B)	is	a	feature	that	might	be	traced	back	to	the	piece	Hierarchy	of	insanity	

from	In	Praise	of	disorder,	this	bifurcation	strategy	could	somehow	have	a	connection	to	the	fourth	

piece,	All	that	is	light	has	a	dark	part	(Lullaby),	of	this	same	second	solo	of	the	trilogy,	where	music	

also	bifurcates	through	two	parallel	and	divergent	events20	that	can	affect	each	other	at	a	distance	

(but	in	a	different	way).	

	

It	might	be	important	to	recall	that	this	new	music	body	is	enhancing	very	specific	features	of	Bach’s	

Exordium,	which	were	approached	 in	Cluster	 II.:21	 first,	 the	 ‘textural	 circularity’	 imposed	by	 the	

circular	motif	of	the	intertwined	strings;	second,	space-time	dissonance,	produced	by	the	melodic,	

harmonic	and	temporal	delay	of	the	winds	towards	the	circular	motif	and	by	the	melodic,	harmonic	

and	 temporal	 delay	 inside	 the	melodic	 intertwining	 of	 the	 winds:	 different	 melodic	 lines	 have	

different	times	of	arrival,	resolutions,	anticipations,	etc.,	as	if	having	a	resistance	of	their	own	and	

a	tempo	of	their	own	that	co-exists	with	an	urgency	of	linear	time	imposed	by	the	circular	motif.	

The	new	studio	composition	expands	this	potential	of	divergence	inherent	to	the	musical	space-

time	of	Bach’s	piece:	through	‘autoimmune’	processes	of	editing	and	crossfading	(where	the	incised	

music	 is	 constantly	 ‘swallowing’	 and	 ‘being	 swallowed’),	 circularity,	 instead	 of	 being	 erased,	 is	

overwhelmed,	 fed	back,	magnified	 in	amplitude.	These	processes	–	undertaken	 through	several	

fragments	of	the	Exordium	previously	submitted	to	transformations	in	sample	rate	(and	therefore	

pitch	and	tempo)	–	also	tend	to	have	a	‘melting’	effect	on	tonality,	and	to	induce	both	the	possibility	

																																																								
20	See	IPD	IV.	
21	See	again	Cluster	II.	Chapter	Mutilating	the	semiotic	realm	–	‘engagement	with’	J.S.Bach’s	‘St.	John	Passion’.	
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and	the	impossibility	of	resolution.	

	

This	other	body,	which	constitutes	the	studio	composition,	might	be	completely	different	from	the	

non-linear	circular	‘mode’	in	terms	of	what	is	usually	referred	as	musical	content.	But,	on	the	other	

hand,	both	have	a	very	similar	disruptive,	divergent	and	non-linear	circular	character.	More	than	

through	content	or	narrative	convergence,	these	two	disparate	bodies	are	affected	through	their	

non-linear	 circularity	 and	 their	 openness,	 which	 constitute	 their	 extreme	 potential	 to	 resonate	

along.		

	

At	 a	 certain	 moment	 in	 the	 file,	 the	 singing	 of	 a	 bizarre,	 low	 slow-motion	 distorted	 voice22	

establishes	itself	as	a	main	element	of	the	studio	composition.	With	the	emergence	of	this	voice	

(which	arises	as	a	phantom	of	itself),	the	music-making	body	switches	to	another	circular	module	

that	 could	 be	 characterized	 almost	 as	 a	 typical	 Romantic	 piano	 accompaniment,	 but	 an	

inconsequent	one:	it	follows	the	voice,	but	maintaining	its	previous	circularity	and	obsessive	drive	

–	it	is	an	autistic	gesture	that	is	both	a	closed	in	itself	gesture	(in	its	intrinsic	circularity)	and	an	open	

gesture	affected	by	the	presence	of	the	voice	(a	voice	that	is	a	phantom	of	itself).	After	this	event,	

the	 initial	 motif	 of	 exordium	 returns	 in	 studio	 composition,	 superposed	 in	 faster	 tempi	 and	

seemingly	more	out	of	control	in	terms	of	directionalities.	This	will	start	a	big	crescendo	and	the	

idea	that	two	parallel	deconstructive	events	are	touching	each	other	at	a	distance,	feeding	each	

other’s	 intensity,	 making	 one	 another	 grow	 in	 amplitude,	 is	 here	 brought	 further.	 Non-linear	

circularity	of	performance	becomes	simultaneously	and	paradoxically	more	and	more	automatic	

and	more	and	more	out	of	control.	Or,	to	put	it	differently:	non-linear	circularity	is	fed	by	intensity	

in	such	a	way	that	the	music-making	body	becomes	out	of	itself,	playing	without	itself,	as	if	playing	

would	 be	 done	 alone	 or	 by	 itself.	 The	mechanism	 of	 disruption	 takes	 over	 the	 body	 in	 such	 a	

powerful	way	that	this	out	of	control	becomes	a	kind	of	automation	where	the	mechanism	runs	

alone	and	its	operation	can	be	regarded	as	a	body	in	complete	control	(which,	in	a	certain	a	way,	it	

also	 is).	 Again,	 control	 and	 out	 of	 control	 are	 not	 brought	 as	 opposites	 of	 a	 duality,	 they	 are	

simultaneous	perspectives	of	the	same	event:	a	body	allowing	itself	to	get	out	of	control	might	be	

paradoxically	a	body	in	control	or,	in	other	words,	a	body	that	does	not	need	obsessively	to	control	

might	be	a	body	 in	 another	kind	 of	 control.	 This	 process	brings	 the	 crescendo	and	accelerando	

further,	not	in	a	linear	way,	but	‘explosively’:	the	body	of	music	is	exploded	through	the	massive	

entrance	 of	 fragmented	 cries	 of	 the	 choir23	 in	 different	 tempi,	 pitches,	 etc.	 and	 this	 out	 of	

control/control	 feature	of	non-linear	circular	performance	explodes	with.	The	body	 is	a	velocity	

beyond	itself,	before,	behind,	and	after	itself…	this	explosion	imposed	by	the	voices	lasts	almost	

one	minute,	but	the	music-making	body	becomes	automatic,	unstoppable,	running	‘with	no	brakes’	

for	 a	 longer	 period	 until	 resistance	 and	 friction	 of	 the	 singular	 music	 bodies	 begin	 to	 induce	

deceleration	for	themselves.	Through	this	‘explosive’	process,	the	‘saturated	red	stage’	begins	to	

																																																								
22	These	voices	are	transformations	of	a	canon	entrance	of	the	choir	in	the	original	Exordium.		
23	The	cries	correspond	to	transformations	of	different	moments	of	the	choir	crying	Herr!	(Herr,	unser	Herrscher).	
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come	closer	 to	 the	 initial	 lighting	 set,	exposing	 the	 installation	 in	backlight.	All	 elements	 (music	

bodies	and	scenography,	through	lighting’s	fade	out)	tend	to	dissipate	through	their	own	pace	and	

time:	the	negative	space	engulfs	all	music	bodies	but	the	‘wind-up’	music-making	body	is	still	on	its	

unquiet	trail,	resisting	through	the	darkness.	Until	ultimately	it	unwinds.	

	

	

		
fig.70	

	

	

Although	coming	from	and	forging	completely	different	and	‘opposed’	perspectives,	this	going	out	

of	itself	is	inevitably	touching	again	a	transcendental	perspective	of	the	Romantic.	This	could	mean	

again	that	the	music-making	body	is	simultaneously	and	paradoxically	running	against	a	paradigm	

and	touching	it…	

…obeying	and	destroying	in	the	same	motion,	again	and	again.	
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CODA:	A	body	as	listening:	virtuosity	
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A	body	as	listening:	virtuosityi	

	

	

	

	
I.		

Virtuosity	(or	refusal	of	virtuosity)	

as	immunisation:	

insurance	of	the	safe	and	sound	

	

	

	

	

II.	

Immunity	paradigm	(1.)	based	on:	

-	stability	and	integrity	of	the	self,	duality	self/other		

(suspension:	otherness	is	supressed,	erased	from	the	self)	

-	logic	of	war:	immunity	is	the	(self)defence	from	the	attack	perpetrated	by	the	other	

	

	

	

	

III.	

Virtuosity	and	performance	ideals	through	time:	

-	mechanisms	operating	different	immunisation	processes,	different	conceptions/strategies	for	constructing	the	music	

bodies.	Usually	operating	through	the	same	logics	of	duality	self/other,	attack/defence,	inside/outside,	control/out	of	

control.	

	

	

	

	

IIII.	

	

-	protect	me	from	what	i	wantii		
	

virtuosity	as	classical	immunisation		

paradigm		

is	not	an	abstraction:	

measurable	pressure	to	keep	you	doing,		

resonating	along	

listening	to	the	others	

resonating	discipline	together:	

	

choreography	

	

(or	the	compression	of	listening	with	your		

written	consent)	
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IIII.	

	

Other	recent	paradigms,	such	as:	

(2.)	the	immunity	system	seems	not	to	respond	

to	an	invading	other	

but	to	series	of	internal	differences,	

reacting	to	its	own	network	connections	

which	incorporate	the	other	

within	the	selfiii	

	

incorporating	otherness,	multiplicity	

within	the	self	

the	immune	system	is		

from	the	very	beginning	

reacting	towards	itself:	

A	body	being	

indefinite	strange		

bodies	

	

immunity	

is	(also)	autoimmunity	

	

	

	

IIIII.	
the	worst	fear	is	the	one	that	comes	from	the	inside:	

terror	(or	the	inalienable)		

	

	
	
IIIIII.	

	

Listening		

as	a	body’s	capacity		

for	resonating	

itself	another	

	

feedback	

	

	

	

	

IIIIIII.	

	

A	body	listening	

a	body	fading	out-	

-	in	

confining-opening	

terror	

	

resonance	

as	plasticity	of	a	body	

for	
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IIIIIIII.	
	
We	will	no	longer	speak	about	virtuosity.	
We	shall	speak	of	virtuosity		
instead.	
	
	
	
	
IIIIIIII.	
	
Virtuosity:	its	insurmountable	
implosion	
	
(autoimmunity)	
	

	
	
	
IIIIIIIII.		
Virtuosity	might	be	to	launch,	to	act	
engaging	with	otherness’	self	
through	the	distance	
	
or:	
an	unbridgeable	gap	
re	|	sounding	
	
(dis-tempering,	undecidable)	
	
or	even:	
a	body	as	listening	
	
	
	
	
	
IIIIIIIIII.	
	
Listening	as	disruption	
	
a	seismic	sense		
				out	of	subject	
out	of	object	
																	out	of	sense	
	
Listening	as	a	point	triggering			
itself:	
									detonation	
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IIIIIIIIIII.	
	
The	out	of	control,	out	of	sense	
as	the	most	precise	precious	
inner	mechanism		
of	a	body	
	
it	is	not	just	an	out	calling	in	
to	question	as	a	regime	
of	exception		
Out	as	the	most	intrinsic	
horological	perfume	-	
the	intimacy	of	a	body:	
or	the	impossibility	
to	predict	
what	this	body	can	
do	
	
virtuosity	
	
	
	
	
	
	
IIIIIIIIIIII.	
Virtuosity	is	not	taken	for	granted	
comes	with	no	formulas	or	repetitions,	
its	possibility	is	
sustained	in	its	intrinsic	impossibility	
and	nonetheless,	
	
a	body	escaping	from	itself	
trapped	in	itself	–	
indefinite	bodies	
re	|	sonating	
	
resists	
	
	
	
	

	

	

	

IIIIIIIIIIII.	

A	body	is	already	violence	upon	itself	

Or:	the	impossibility	of	total	eradication	of	violence	by/to	the	bodies:	

	

(there	is	no	‘not	acting’:	not	acting	is	acting,	decision.	the	absence	of	expression	becomes	new	expression.	non-

intention	comes	inevitably	from	intention	itself.	not	controlling	is	also	controlling)	
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IIIIIIIIIIIII.	

	

Virtuosity	as	diplomacy	and	relativity	(of	the	bodies):	

there	are	actions,	decisions	

life	and	death	on	both	sides	of	every	decision	

death	and	life	on	every	gesture	produced	

or	not	produced	

	

	

classic	virtuosities:	when	in	a	same	body	(and	without	questioning)	the	same	strange	bodies	or	strange	levels	of	bodies	

are	dampened,	supressed,	erased,	killed	in	themselves/	out	of	themselves.		

	

	

	
IIIIIIIIIIIIII.	
	
Disruption	is	also	reconstruction:	

a	disfigured	body	is	a	new	configuration,	

transduction	

of	body	

	

reconfiguration:		

autonomous	response	to	disruption	

or:	

how	a	body	re|	sounds,	(or	does	not	re|	sound	)	

being	otherness	

	

an	opening	for	autophony		~	

	

	

	
	
IIIIIIIIIIIIIII.		
	
	

Listening:	
	
	
	
slowly,	
It	sways		
and	the	body	restores	the	future	
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i	Poems/fragments	translated	from	the	original	version	in	Portuguese	by	the	author.	The	poems	were	published	in	the	
journal	on	Performing	arts	Coreia	#1	(Sá,	2019).	
	
ii	Quoted	from	Jenny	Holzer’s	visual	artwork	with	the	same	title.	
	
iii	Based	on	Andrews’	quote:	For	Jerne	the	immune	system	responds	not	to	an	invading	‘other’	but	to	an	indefinite	series	
of	internal	differences,	so	that	a	‘self’	does	not	passively	await	a	transgression	of	its	boundaries,	but	is	always	already	
actively	responding	to	‘its	own’	network	connections	which	now	incorporate	the	‘other’	within	its	‘self	(Andrews	2011,	
11).	
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