LEVEL 1/ PERSONAL POSITION

01/APPROACHES 02/METHODS 03/TECNIQUES & TOOLS

CREATIVE

THEORETICAL

DETERMINED
(INTERNAL)

(EXTERNAL)

/ PERSONAL POSITION_ EXAMPLE:

ame Surnam

01/APPROACHES 02/METHODS 03/TECHNIQUES & TOOLS

THEORETICAL

DETERMINED
(INTERNAL)

(EXTERNAL)

Ple:

use a second layer

to add
THE INFORMATIONS

and name it

LEVEL 2/ PHD COMMUNITY POSITION

01/APPROACHES 02/METHODS 03/TECHNIQUES & TOOLS

EXPERIMENTAL THEORETICAL CREATIVE
DETERMINED (EXTERNAL)
(INTERNAL)

LEVEL 3/ CONSORTIUM POSITION

01/APPROACHES 02/METHODS O03/TECHNIQUES & TOOLS

R
A
11
+-

40 NOILLYNTVAI ¢

HOJdV3S3d NJAIRIA-NDIS3A



CA’RE+

2

EVALUATION OF
DESIGN-DRIVEN
RESEARCH



COLOPHON

CA’RE+

2022
1st edition

Editors

Photo

Design

Typeface

Publishers

ISBN

2 EVALUATION OF DESIGN-DRIVEN RESEARCH

Edite Rosa (Main Editor), Matthias Ballestrem, Fabrizia
Berlingieri, Tadeja Zupanci¢, Manuel Bogalheiro
and Joaquim Almeida.

Three Diagrams CA2RE+ MILANO Workshop

Carla Cadete (based on a template by Studio Mathias Skafte).

Neue Haas Grotesk

Edicoes Universitarias Lusé6fonas

COFAC / Universidade Luso6fona do Porto
ARENA (Architectural Research European
Network Association)

EAAE (European Association for

Architectural Education)

ELIA (European League of Institutes of the Arts)

978-989-757-198-5

Image rights and references are the responsibility of the contributing authors.

This work is licensed under a Creative Commons Attribution 4.0 International

License. (CC BY 4.0)

The publication is co-founded by the Erasmus+ Programme of the European Union

CA’RE+ 4

CA’RE+ PARTNERS

2 Conference for
hl Artisti d
j..'\ l.{ ]:J N j“ gé ArcI:i::;ﬂral

REsearch

Univerza v Ljubljani

A k European Association for
Architectural Education

3 E Association Européenne pour
PEnseignement de PArchitecture

HafenCity - UNIVERSIDADE
l I‘ ' ' University 5‘ LUSOFONA
Hamburg pal D O PORTO

R Co-funded by the
Il Erasmus+ Programme
XAX of the European Union

*
*



CA’RE+

6

CA’RE+

7

Content

.1

1.1

INTRODUCTION
Introduction to CA2RE+ Book 2 - Evaluation.

The CA2RE Evaluation Stage.

ENCOUNTERS
When research meets art: from art-based research to
design-driven doctoral research.

CONSTELLATIONS FROM INVITED
Artistic research and practice-based methodologies in
music performance studies: a personal reflection.

Reflections on Practices.

Building Relationships in Design Driven Research
through the CA2RE Database.

La Mariée Mise a Nu: The Arts at the University.
The Artistic A in CA2RE+.
Research inside Architecture, tensions with outside.

Questions on evaluation in the artistic field.

CONDITIONS
About the epistemological conditions for Design-Driven
research.

CONSTELLATIONS FROM PARTNERS
Originality, Relevance and Rigour in Design-driven
Doctoral Training.

How to begin? Entering into the early stages
of design-driven research.

A Resonant Disorder.

On Unconclusive Contextualization in DDr.



CA’RE+

8

V.1

V.2

V.1

Morbelli as a Focal Lens.

Endogenous/exogenous, the two hemispheres
of architectural research.

PRACTICE as a mode of research.

The non-human turn: aesthetic based experimental (and
speculative) approaches.

Drawing as DDDr Technique.

Methodology for design-driven research at PEP
doctoral program at TU Berlin.

Inclusive Research Traditions at Campus Sint-Lucas.

Design Driven Research, work in progress.

EVENTS: CA2RE+ MILANO / CA2RE+ HAMBURG
COMPARISON / REFLECTION
Of Squirrels and Trees: Individuating by Comparing.

Architectural and/as architecture discourse:
Comparative analysis of dwelling.

Reflective Design and Artistic Research.

TESTIMONIALS

Reflecting on a multi-disciplinary,
learning-through-evaluation model.
CAZ2RE Testimonials.

An Inquiry on Design Driven Research:
a comparative approach.

SELECTED RESEARCH
Introduction to the selected research.

DDDr APPROACH.

Architecting Twenty-six Toilets to Re-figure Inhabitation:

J for Jewel, S for Soil Times, T for Thigmophilia.

Diagramming the 21st Century Agency:
between Biennales and Everyday.

CA’RE+

9

V.2

V.3

Public Thresholds. Indeterminancy in Public Building
Design.

Knowledge Spaces of Globalization - Musealizing the
Spatia
Assemblages of Global Trade.

Los Angeles: Fragments of Four Ecologies.

A continuity between Kenneth Frampton’s “Critical
Regionalism” and Nicolas Bourriaud’s “The Radicant.”

DDDr METHOD
A Safe Space. Designs for possible Emergencies.

Architecture on the Modern. Methods and design
actions for the School heritage within seismic Italy.

HOME: THINGS & BODIES. An object-based exploration
into new forms of living.

Movement and drawing improvisation scores in
architectural design.

Needs-Based Clothing Design - How females affected
by breast cancer articulate individual bra needs and how
these can be implemented into design.

Tessellated Material Systems. Designing hierarchical

structures to achieve context sensitivity and
multifunctionality.

DDDr TECHNIQUE
The transformative potential of Form.

It Depends on The Lens: Film as Experiential Teaching in
Architectural Design and Design Representation.

Under Construction: A Real-World Fiction.

Utopian Imagery of Urban Peripheries in the Context of
the Anthropocenes’s Cultural Concept.

The Potential of a Tectonic Approach for the Experiential
Qualities of Architecture.

suNEARrth. sun-earth interconnection in frequences.



.1 CONSTELLATIONS
FROM INVITED

CA’RE+ 41

CA’RE+ 40



CA’RE+ 42

CA’RE+ 43

Artistic research
and practice-based
methodologies in
music performance
studies: a personal
reflection

Ana Telles )
University of Evora



CA’RE+

44

ABSTRACT

The study of musical phenomenon has, for a long time, unfolded

in two separate camps: indeed, declarative knowledge was mainly
produced in universities, where Musicology and its different
disciplines were taught, whereas procedural knowledge associated
with the performance and composition of Music stemmed mostly
from conservatories, music academies and active musicians.

Quite recently, the central role of performance in the musicological
debate, away from the supremacy of the written text (score), has
been pointed out. Indeed, through his seminal writings on music

as performance, Nicholas Cook (2014) suggested the centrality of
performance in the investigation of the musical phenomenon. In
the meanwhile, several authors and institutions have contributed
to the definition of “artistic research” in Music (cf. AEC, 2015); it is
understood that this specific type of research effectively combines
declarative and procedural knowledge through practice-based
objects, methods, and outcomes. As regards the enquiry about
musical practice and creation, Pinheiro and Caires (2019) identified
four levels of reflective depth to which I will relate, in the lines
below, my most significant research projects. In doing so, | am
drawn to conclude that my practice-based objetcts and methods
have enabled me to achieve results otherwise not possible to
tackle, while acknowledging that complementary methods
(including from Social Sciences and Humanities) are necessary and
beneficial. Even if artistic research in different artistic disciplines
supposes an array of specific and differentiated methodological
approaches, it benefits from interdisciplinary cooperation, as

it shares identical purposes, large-scale methodologies and
overarching preoccupations.

Keywords: Music, performance studies, artistic
research, practice-based methodologies

As an emerging discipline in the late 19th century, Musicology relied on
the classical distinction between historical (diachronic) and systematic
(synchronic) science (Carvalho 20071); the first dealt with the history of
western classical music, which was basically equated with the written
score (Carvalho 2001), whereas the second sought to explain the inner
procedures and operations at play in musical works from that tradition.
Therefore, for a major part, Musicology relied upon sources, techniques,
and methods akin to those which History, in the largest sense, deals with
(Weber 1980, 13; Nattiez 2003, 26). Even if the historical perspective was
still the main focus of musicological research until the 1960’s (Nattiez
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2003, 26), we have since then witnessed unprecedented developments,
entailing the discipline’s adoption of objects and methods both from

the social and the natural sciences (Weber 1980, 12). It is now widely
recognised that the musical phenomenon, as a multi-dimentional object,
must be understood through a conjunction of several disciplines and
perspectives, in an enlargened, pluridisciplinary approach. (Nattiez 2003,
26)

In that sense, several subcategories and their respective disciplines
coexist and contribute to the understanding of Music, be it the historical
approach, the systematic apporach (including music theory and
analysis), ethnomusicology (borrowing methods and procedures form
anthropology), the sociology of music, music aesthetics, new musicology
(with emphasis on cultural studies, analysis and criticism of music), music
psychology, music therapy (with a strong application focus in healthcare
settings), among others.

Traditionally, the declarative knowledge produced by the studies
developed in those areas, as well as their respective connections and
intertwinements, was produced in universities, whereas the procedural
knowledge associated with the performance and composition of music
stemmed mostly from conservatories, music academies and active
musicians.

Yet, in the 21st century, authors such as Nicholas Cook have pointed
out the central role of performance in the musicological debate, away
from the supremacy of the written text (score), thus adding a much
significant contribution to the object of study. Indeed, through his seminal
writings on music as performance (Cook, Beyond the score: Music

as performance 2014; Cook e Pettengill 2013), the author suggested
the centrality of performance in the investigation of the musical
phenomenon. Believing that “texts do not determine performances or
the meanings they embody, they create a potential for the generation

of certain meanings or kinds of meaning”, the author proned “a broader
musicology in which writing and playing are both understood as integral
dimensions of music’s existence and meaning”. (Cook, Between Art and
Science: Music as Performance 2014, 7)

The centrality of performance in the musicological debate has entailed
some critical developments. Indeed, we started looking into the
psychological, neurological, physiological, sociological and cultural
aspects of music performance, while also referring to performance
practice, which focuses on how music from different times and spaces
ought to be performed, in light of the available pertaining data. Key
authors, such as John Rink, have explored number of those aspects (cf.
Rink 2002; Rink 1995). Additionally, we began dissecating performance
through the analysis of sound and/or video recordings, as Cook and
other researchers - namely from CHARM (AHRC Research Center for the
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History and Analysis of Recorded Music) - have shown.

In light of the aformentioned developments, central questions arise:

may we understand and value musical performance to its full extent
without actually practising it? Particularly, are there any aspects of
musical performance which may be understood only through a hands-on,
practice-based approach? And how may we advance knowledge

and artistic creativity through performance and the application of
performance-related research?

Most of my recent endeavors, either in an individual setting or as doctoral
thesis’ supervisor, attempt to answer those questions, through well-
defined, concrete artistic research objects, methods and products. In
that sense, my activity joins the developments in the area of artistic
research, which suggested the integration of procedural and declarative
knowledge (Pinheiro e Caires 2019, 251), while accepting that a degree of
subjectivity, inherent to any artistic practice, may be accomodated in the
already mentioned type of research. According to Pinheiro and Caires
(2019):

Although it has been widely discussed and developed

since the 1990s, the concept of artistic practice as research

has undergone a relatively recent boost. In fact, a few decades
ago, music practice and creation were separate from scientific
research, and were not considered to deserve to be labelled as
‘true research’. Several authors, such as BORGDORFF (2006;
2008; 2012), indicate that there has been a recent emancipation
of artistic research from the scientific paradigm that establishes
the problem atic notion of scientific objectivity as a final goal in
research. (Pinheiro e Caires 2019, 252)

| strongly believe that artistic research projects allow for the development
of relevant and innovative artistic practices, thus unfolding their full
application potential. Yet, | often combine design driven methods with
more conventional methodologies, either from music history, sociology
or systematic musicology. In that sense, | thouroughly endorse the
Assocation Européenne des Conservatoires, Académies de Musique

et des MusikHochschulen’s postulates about artistic research, as
expressed in the AEC Council’s White Paper (2015):

Artistic Research may be defined as a form of research that
possesses a solid basis embedded in artistic practice and which
creates new knowledge and/or insight and perspectives within
the arts, contributing both to artistry and to innovation. [...] Artistic
Research, although strongly application-oriented, does not
preclude pure research. In fact, in order to make progress, the field
of Artistic Research is likely to support a wide range of component
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activities, some of which may count as pure research, others as
applied, and still others as developmental or translational research.
[...] Artistic Research should not be understood as something that
is incompatible with more traditional forms of research.

In a personal attempt to answer the questions | brought forth in the
preceding lines, I'd like to comment upon some recent performance-
related research projects. But before that, | should specify that my
research pathway has led me to pursue research in some fundamental
areas, such as historical or systematic musicology, with occasional
incursions through aspects of the sociology of music or music
performance studies, of which | may cite but a few examples. Those
studies have occupied me throughout my whole research career, while
studies focusing on performance-related issues and design driven
methods have become more and more frequent in recent years. Yet, the
historical, systematic and sociological perspectives are ever present,
even if at the background, in my most recent research endeavors. In that
sense, | consider that my artistic research activity (including doctoral
supervision), based on an active artistic practice, comprises the four
levels of creative depth identified by Pinheiro and Caires (2019, 252):

In terms of practice and musical creation, four levels of reflective
depth can be identified. The first has to do with the act of
performing, improvising and creating music. The second level
concerns the collection of contextual information to inform the
creation and practice of music. This is informed musical practice.
The third comprises reflection on musical practice and the
contextual information collected, in order to deepen perspective
on and understanding of the creative and artistic phenomenon.
This is research for the art. The last step consists of the process
of framing musical practice and creation, contextual information
and reflection and discussion within a rigorous methodological
system. This last stage can be named research through art
(Frayling 1993-4; Crispin 2016).

For one thing, the first level is ever present, through my performances
and recordings as pianist. As examples of the second level, | would cite
my own doctoral thesis, entitled Luis de Freitas Branco (1890-1955):
parcours biographique et esthétique a travers I'ceuvre pour piano (Telles
2009), which had a very strong historical and analytical focus: for one
thing, it established the first comprehensive biography of Portuguese
composer Luis de Freitas Branco, on the basis of a significant number
of unpublished sources; on the other hand, it aimed at the discussion
of the author’s aesthetic development through a parametric musical
analysis of his piano works. The work thus conducted led, some years
later (Telles 2017), to the establishment of a critical edition of Freitas
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Branco'’s Preludes for piano, which not only has a potential interest

for performers wishing to tackle that repertoire, but also applies in
pedagogical settings. If the establishment of a critical edition of music
does not necessarily require its author to perform the repertoire, in this
particular case the choices made, in terms of fingerings and criteria
for the indication of note alterations, were mostly based on my own
performative practice.

Other contextual work leading to informed musical practices has been
developed in my historical research projects, which include reference

to sociological aspects. On that level, | should mention an introductory
approach to the relationships of three Portuguese composers of the
20th and 21st centuries - Fernando Lopes-Graca, Jorge Peixinho and
Joao Pedro Oliveira -with the Brazilian musical scene, in their respective
times (Telles 2015a); significantly, all of the selected composers are often
featured in my artistic performance projects.

Some systematic musicological studies were conducted, mostly in
areas and about repertoires that were already well-known to me, as a
performer; for example, the comparative analysis of Freitas Branco’ and
Anténio Fragoso’s piano works (Telles 2010); analytical studies of Henri
Tomasi's piano works (Telles 2015b) and Retour a Tipasa, by the same
author (Telles 2015c¢); an enquiry about aspects of Claude Debussy’s
language that permeate contemporary works for piano by selected
Portuguese composers (Telles 2018b, 239-262) and a survey of byblical
sources in the musical output of Jodo Pedro Oliveira (Vernon Press, in
print). In all but one case [1], my own playing of the works in question
was deeply enhanced by the knowledge gathered through rigorous and
systematic analytical methods.

Furthermore, in line with my dedication to the performance of new
music works, often produced in the context of collaborative composer-
performer projects, or as an active performing member of several
contemporary music ensembles [2], | have produced some research
that would qualify as “research for art”, the third level of reflective depth
suggested by Pinheiro e Caires (2019, 252). In that category, | include
two studies dedicated to the history of the Lisbon Contemporary Music
Ensemble and its relationship with the contemporary musical creation
(Telles 2020b; Telles 2012) and an enquiry about the life and works of
Clotilde Rosa, one the ensemble’s founding members whose works | had
a chance to perform, particularly in the context of a specific composer-
performer interaction that gave origin to Rosa’s last piano work, which
is her only work for this instrument and electronics (Telles 2020a). The
emphasis on musical creation, particularly in Portugal, had previously
spurred a survey about several active composers and their respective
creative options (Telles 2011).
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As regards music performance studies, | started out with an analyis of
Maurice Ravel’s works as conducted and recorded by Pedro de Freitas
Branco (Telles 2005). Yet, more recently, | have focused on aspects

of idiomatic writing for the piano and the corresponding technical-
performative issues, in the works of composers which | have often
played and premiered, such as Jodo Pedro Oliveira (Telles 2019) and
Christopher Bochmann (Telles 2018a; Telles 2020c). This trend, which
corresponds to the fourth level of reflective depth mentioned by Pinheiro
e Caires (2019, 252), did, in fact, become one of my main research
areas, having subsequently spurred doctoral projects under my own
supervision, which replicated the methodology | had developped in
studies about musical instruments and repertoires other than the piano’s
(cf. bassoon, bass clarinet, doublebass). In those projects, the research
questions stem from artistic practice and reflect a dual perspective: the
performer’s and the composer’s. In that sense, the end results usually
address both, through descriptive and prescriptive outcomes. The
methods employed include a practice-based identification of notational
and technical problems, on one hand, as well as of effectively innovative
solutions, on the other hand; an organised register of those findings; an
experimentation process leading to the development of problem-solving
strategies; a sustained dialogue with fellow performers and composers;
and the adoption of results’ presentation formats that include
performance, audio and/or video recordings [3], annotated scores and
written text.

To this trend, | may add three specific projects, relating to instrumental
practice and technique. In the first of these, Piano fingering strategies
as expressive and analytical tools for the performer (Telles 2021), |

claim that the fingering process, in the process of preparing a piano
performance, bears an important cognitive role and may prove to

be a valuable analytical resource for the interpreter, as it promotes

the understanding of musical processes at work, both before and
during the performance, specifically in the contemporary repertoire.
Complementarily, | advocate that a more comprehensive and all-
encompassing approach to fingering, freed from the constraints of
standard practices, may significantly contribute to the realization of the
full expressive potential of a number of works. The fingering strategies
are designed in pratice, as an essential component of a pianist’s
preparation for performance; this study theorizes those strategies,

in order to achieve both descriptive and prescriptive outcomes with
potential impact on fellow artists dealing with similar repertoires and
students.

The second of these projects, Extreme dynamics through body
movement in contemporary piano music performance (in preparation),
takes major consensual issues of standard piano technique as a starting
point, and relies equally on my own practical experience as a performer
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devoted to the piano music of our time; through a performance analysis
of different works calling for extreme dynamic nuances, | intend to
systematize and communicate a repertoire of movements that have
allowed me to manage these repertoires without injury in the course

of a performative career spanning over more than two decades. As in
the previous project, this study elaborates on a set of design-driven
strategies, developped by an individual performer, in the context

of her own artistic practice; by congregating knowledge from style,
performance practice, interaction with composers, alongside with health
and well-being concerns, it strives to communicate a set of principles for
effective technical innovation in piano playing.

The third project, under development by one of my doctoral students,
Ricardo Sa Leao, starts with a literature review documenting the
progressive loss of creative musicianship competences, including
improvisation, among classically trained pianists, following the
institutionalization of a canonic repertoire and standard teaching
methods from the second half of the 19th century to the present; through
the establishment and testing of an extensive and carefully designed
set of exercises, he intends to develop those competences for himself,
so as to communicate them to piano students in the course of their own
performative development.

In all of the cases discussed above, both the object of study and the
methods employed stem from artistic practice and are engendered

by it. They are tailored by a specific artist to respond to his/her
performative (and indeed formative) concerns, in a way that does not
(and cannot) exclude a certain degree of subjectivity, based on the
performer-researcher’s own physical and psychological characteristics;
in fact, we must not forget that, to a certain extent, his/her own
development as a performer is an important aim of the research. The
results attained through this type of research would not be possible
with more conventional approaches by themselves, even if the
concourse of methodologies from the social sciences, humanities and
systematic musicology is much needed. Furthermore, the outcomes

of these projects do necessarily include artistic realizations (scores,
performances, recordings), either single or multiple.

My experience with practice-based research has allowed me to relate
positively to the CA2RE | CA2RE+ Conferences, both in Hamburg and
Ljubljana. Even if all the projects | was called to comment upon, on both
occasions, were from the field of Architecture, | was able to contribute
with content-related comments, hoping to enrich the discussion with
an interdisciplinary approach; indeed, | found that several of the issues
being investigated resonated with my own research interests, and could
benefit from related knowledge from my own field of studies. And even
if the concrete design-driven methods applied to those architectural
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NOTAS

1 Retour a Tipasa is a work for narrator, male chorus, and orchestra; therefore, | never partici
pated in a performance of that work.

2 Sond’Ar-Te Electric Ensemble (2007-2011), GMCL - Lisbon Contemporary Music Ensemble
(2009-2017), Ensemble DME (2013-present).

3 As in the Performance and Context platform: https:/perf.esml.ipl.pt/index.php/component/

k2/item/9-essay-viii-a-key-work-in-the-piano-output-of-christopher-bochmann

BIBLIOGRAPHY
AEC Council. 2015. “Key Concepts for AEC Members Artistic Research.” White Paper. AEC.

Carvalho, Mario Vieira de. 2001. “As Ciéncias Musicais na Transi¢cdo de Paradigma.” Revista da
Faculdade de Ciéncias Sociais e Humanas 211-233.

Cook, Nicholas. 2014. “Between Art and Science: Music as Performance.” Journal of British Academy
1-25.
—. 2014. Beyond the score: Music as performance. Oxford: Oxford University Press.

Cook, Nicholas, and Richard Pettengill. 2013. Taking It to the Bridge: Music as Performance. Ann Arbor:
University of lllinois Press.

Nattiez, Jean-Jacques. 2003. “Une encyclopédie de la musique

pour le XXle siécle: Présentation générale.” In Musiques du XXe siécle, 26. Paris: Actes Sud | Cité de la
Musique.

Pinheiro, Ricardo, and Carlos Caires. 2019. “Performance and Context: A Research in Music
Performance Platform.” Revista Portuguesa de Musicologia | Portuguese Journal of Musicology (new
series) 251-258.

Rink, John. 2002. Musical Performance: A Guide to Understanding. New York: Cambridge University
Press.

—.1995. The practice of performance: studies in musical interpretation. Cambridge: Cambridge
University Press.

Telles, Ana. 2021. “Piano fingering strategies as expressive and analytical tools for the performer " In
Contemporary Piano Music: Performance and Creativity, by Madalena Soveral, 151-184. Cambridge:
Cambridge Scholars Publishing.

—.2020a. “Lirismo onirico e gestualidade expressiva: Incursdes pela vida e obra de Clotilde Rosa
(1930-2017).” In Clotilde Rosa (1930-2017) in memoriam, by José Machado, 315-332. Lisboa: AvA Musical
Editions.

—. 2020b. “O ‘cultivo da musica contemporanea entre nés": no cinquentenério do Grupo de Musica
Contemporanea de Lisboa.” In Grupo de Musica Contemporanea de Lisboa 1970-2020, by José
Machado, 34-47. Lisboa: AvA Musical Editions.

—.2020c. “Essay VIII: a key work in the piano output of Christopher Bochmann.” Performance e
Contextos. 25 April. Accessed October 20, 2021. https:/perf.esml.ipl.pt/index.php/component/k2/
item/9-essay-viii-a-key-work-in-the-piano-output-of-christopher-bochmann#_ftn2.

—. 2019. “Tragos da prética organistica na escrita para piano e eletrénica de Joo Pedro Oliveira:

In Tempore, Abyssus Ascendens ad Aeternum Splendorem, Timshel e Entre o Ar e a Perfei¢do.” In
Musica instrumentalis: experimentagao e técnicas ndo convencionais nos séculos XX e XXI, by Angelo
Martingo and Ana Telles, 163-190. Vila Nova de Famalic&o: Himus.

—. 2018a. “A musica para piano de Christopher Bochmann: reflexdes sobre as obras e a escrita
instrumental.” In Christopher Bochmann, by Pedro Junqueira Maia, 61-115. Porto: Atelier de
Composigao.

—. 2018b. “Permanences de Debussy dans la musique portugaise pour piano du 21e siécle.” In Claude
Debussy: La trace et I'écart, by Jean-Pierre Armengaud and Pierre-Albert Castanet. Paris: L'Harmattan.

—. 2017. “Critical edition, historical and analytical note .” Luis de Freitas Branco: 14 Preludes for piano: .
Lisboa: AvA Musical Editions.

—. 2015a. “Dialogues intercontinentaux: Trois compositeurs portugais au Brésil (Fernando Lopes-Graga,
Jorge Peixinho et Jodo Pedro Oliveira).” In Rythmes Brésiliens. Musiques, philosophie, histoire, société,
by Zélia Chueke, 303-318. Paris: L'Harmattan.

—. 2015b. “Le piano dans I'ceuvre d’Henri Tomasi.” In Henri Tomasi: Du Lyrisme méditerrannéen a la
conscience révoltée, by Jean-Marie Jacono and Lionel Pons, 208-236. Aix en Provence: Presses
Universitaires de Provence.

—. 2015c. “Retour a Tipasa: La Méditerrannée d’Albert Camus et Henri Tomasi.” In Henri Tomasi; Du
Lyrisme méditerrannéen a la conscience révoltée, by Jean-Marie Jacono and Lionel Pons, 519-546. Aix
en Provence: Presses Universitaires de Provence.

—.2012. “O Grupo de Musica Contemporanea de Lisboa e a criagdo musical portuguesa: 40 anos de
histéria.” In O Grupo de Musica Contemporanea de Lisboa e a criagdo musical portuguesa: 40 anos de
histéria, by Paulo de Assis, 203-214. Lisboa: Colibri.

—. 2011. “La création musicale portugaise aujourd’hui.” Musicologies 71-85.

—. 2010. “Luis de Freitas Branco e Antonio Fragoso: analise comparada de obras para piano.” In Anténio
Fragoso e o seu tempo, by Paulo Ferreira de Castro, 175-185. Lisboa: CESEM - AAF.

—.2009. “Luis de Freitas Branco (1890-1955): Parcours biographique et esthétique a travers l'oeuvre
pour piano .” Doctoral thesis. Paris: Université de Paris IV - Sorbonne, 23 Jan.



—. 2007. “Esbogo biografico.” In Luis de Freitas Branco, by Alexandre Delgado, Ana Telles and Nuno
Bettencourt Mendes, 26-112. Lisboa: Caminho.

—. 2005. “Pedro de Freitas Branco et Ravel: une analyse critique de quelques enregistrements.”
Ostinato Rigore 243-260.

Weber, Edith. 1980. La recherche musicologique: objet, méthodologie, normes de présentation. Paris:
Beauchesne.

BIOGRAPHY

Pianist Ana Telles performs regularly in Europe, Asia and the Americas, having published over twenty
CD's.

She develops research in the fields of Music of the 20th and 21st centuries, Portuguese modern and
contemporary music, Piano music and performance, having authored a significant number of book
chapters, papers in peer-reviewed journals and musical editions.

Full professor at the University of Evora’s Music Department, she's currently the Director of the School
of Arts of the same university. She is an elected member of the Board of Representatives of ELIA -
European League of Institutes of the Arts.

FIGURE 1. Ana Telles. 2020. Essay VIII: a key work in the piano output of Christopher Bochmann:
A research outcome combining declarative and procedural knowledge
Source: https:/perf.esmlipl.pt/index.php/component/k2/item/9-essay-viii-a-key-work-in-the-piano-output-of-christopher-bochmann#_ftn2
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