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ABSTRACT OF THE THESIS 

 

Intimate Musical Interactions plus one Creative Project 

 

by 

 

Miguel Angel Zazueta Cervera 

 

Master of Arts in Music 

 

University of California San Diego, 2021 

 

Professor Susan Narucki, Chair 

 

This Master Thesis is comprised of three different sections. Parts I and II are two research 

papers surrounding the concept of Intimate Musical Interactions. In part I, I support and present 

the theoretical proposition of Intimate Musical Interactions to associate specific frameworks from



 

xii 

 the disciplines of Psychology, Sociology and Philosophy in order to link Musical Experience and 

Well-being through the concept of Intimacy. Part I concludes with a multiple case study analysis 

of four video recorded musical performances. Part II consists in a phenomenological study of these 

same four cases but through the experiences of eleven undergraduate students in order to test the 

concept of Intimate Musical Interactions from a different perspective. Part III involves a report on 

a creative project which consisted in the elaboration of a short operatic scene. I composed, wrote 

and performed. This scene, entitled “The Fake Trial of Juan Ley” was based on the life of Julián 

Leyzaola.
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Part 1 

Intimate Musical Interactions I: 

A bridge between Contemporary Music Performance and Well-being 

 "Rebecca stands in front of the bongos in her percussion set; she places her left hand in 

one of the bongos and her right hand over a square piece of wood over a piece of sandpaper. She 

adjusts the piece of wood, looks down for a brief moment, and then continues with her 

performance. The movements are quick, involving her head in a micro dance, while she changes 

between the bongos and the sandpaper. Strong and short gestures combined with more delicate 

and slower ones. The dynamics gradually increase, accompanied with gestures during the 

silences, as if her body was trying to absorb the energy resulting from the inertia of her previous 

movements. She performs a very soft and gradual rhythm in one of the bongos with both hands 

and suddenly finds stillness. For a brief moment, she closes her eyes with both of her hands 

touching but not playing one of the bongos. After a short pause, she ends this moment with a 

subtle and quiet gesture over the bongo." 

The vignette that begins this research is an excerpt from a more extended description that 

I will show later in this same work. In this narrative, I share my experience as a spectator of 

Rebecca's performance of "As far as the eye can see" by Marta Gentilucci. Rebecca's 

performance is one of four cases that I will analyze through the performance video recordings 

and interviews conducted with each performer. Through this narrative, I aim to detail all the 

different musical behaviors that I interpret as being Intimate, as understood and explained by 

experts in Positive Psychology, Sociology, and Philosophy. These highlighted behaviors include 

movement, sonic and non-verbal gestures, a movement that might seem like a caress, a timbre 
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that provokes chills, or a significant pause that makes me hold my breath. In this research, I 

present and test this theoretical proposal that links the concepts of Well-being and Musical 

Experience through the lens of this research's central concept: Intimacy. 

1.1 Introduction: 

I have been singing and playing music for nearly fifteen years since I was a teenager in 

my hometown of Tijuana, Baja California. Since the beginning, music brought meaning, 

purpose, a path in life, and a lens from which I could observe the world. I have performed many 

different kinds of music and other performative arts in various scenarios and roles. It has always 

been clear to me that making and experiencing music is an activity with the potential to enhance 

human life. However, evaluating how and why this happens is a different issue. Many authors 

have pointed out the benefits that the musical experience may bring to society and individuals. 

For example, in David Hesmondhalgh's book "Why Music Matters" (Hesmondhalgh, 2013), the 

author provides detailed descriptions of numerous scenarios in which these benefits most likely 

occur. By referencing several authors with distinct viewpoints from various disciplines, he 

explores the relationship of music with the private self, in intimate relationships with others, and 

between societies, both in co-present and mediated experiences. Hesmondhalgh relates most of 

the benefits of musical experience to the concepts of Flourishing and Well-being as explained by 

various authors (Nussbaum, 2001) (Sayer, 2011) (Sen, 2001). Hesmondhalgh offers different and 

essential perspectives to us; his work provides a beautiful, rich, and complete explanation of 

music's capability to enhance human private and social life. In addition, Hesmondhalg introduces 

the concept of Intimacy. He analyses the role of music in intimate relations, such as familial or 

love relationships, but does not explore the process in depth. In addition, his inquiry about
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Intimacy is centered around the sexual connotations of music, making it of limited use in the 

overall scope of the present research. However, I believe that Intimacy plays a much more 

significant role in the relation between Musical experience and Well-being. Throughout my 

inquiry, I focused my attention on two primary sources. First, the philosopher Jeanette Bicknell 

explores the relationship between Intimacy and Music in her excellent book "Why music moves 

us" (Bicknell, 2009). Second, along with Bicknell's work, I draw concepts from Positive 

Psychology, a branch of Psychology founded by Martin Seligman, to provide a theoretical 

framework for the specific inquiry and research I have conducted. Before continuing, I will offer 

clarification about the references that I will make regarding Positive Psychology. Because this 

discipline and its experts have found their way into both popular and academic publications, I 

find it necessary to include references to popular literature to present a complete perspective of 

their concepts and applications to ordinary life experiences. 

1.2 Theoretical Framework  

Concepts of Positive Psychology: 

 In his book "Flourish (A Visionary New Understanding of Happiness and Well-being)" 

(Seligman, 2012), Martin Seligman explains the genesis and main concepts surrounding Positive 

Psychology. He explains that in 1998, as the president of the American Psychological 

Association, he started to build a theory that would result in a branch of Psychology that did not 

focus on trying to solve underlying problems but on enhancing the beneficial aspects of life. In 

order to completely understand Positive Psychology, we need to present two of its essential 

constructs: Well-being and Flourishing. In his Well-being theory, Seligman describes that Well-

being is a construct built by the characteristics of these five independent elements: Positive 
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emotion, Engagement, Meaning, Positive Relationships, and Accomplishment. These five 

elements constitute the PERMA model. Well-being may be measured both subjectively and 

objectively: each of these elements contributes to well-being, but no single one of them defines 

it. So, Flourishing can be understood as the process of constant search and development of the 

five elements of the PERMA model. At the same time, Seligman tells us that "the goal of 

positive psychology in well-being theory is to measure and build human flourishing" (Seligman, 

2012). 

 Continuing with Intimacy, as explained by psychology expert Karen Prager (Prager, 

2005), Intimacy is a natural concept that can be better understood if it is separated into the 

subordinate concepts of Intimate Interactions and Intimate Relationships. As stated in "Intimacy 

and Positive Psychology" (Prager et al., 2013): 

Decades of psychological research on intimacy has affirmed its decisive 

contribution to satisfaction in friendship (Monsour, 1992), in romantic 

relationships (Greef & Malherbe, 2001; Tolstedt & Stokes, 1983), and to the 

health and well-being of the partners (Kiecolt-Glaser & Newton, 2001; Prager & 

Buhrmester, 1998; Waring & Patton, 1984). 

 

 What constitutes an Intimate Relationship? Such a relationship is a consequence of a 

series of Intimate Interactions with the same source or person. Intimate Interactions are, 

essentially, a way of understanding behaviors and experiences between two or more persons 

through the prism of three key elements: Self-disclosure, Mutual Understanding, and Warm 

Response. Self-disclosure consists of sharing a vulnerable truth with another person; A Warm 

Response takes place when the participant that received that truth responds and demonstrates 

empathy to the source of this truth; Mutual Understanding happens when all of the persons that 

participate in this interaction can comprehend and interpret the shared information. Above all, 
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the construct of Intimate Interactions is dependent on Contextual Factors: Immediate, 

personal/relational, group, and socio-cultural. 

 To sum up, Intimate Interactions are dependent on and occur within specific Contextual 

Factors; in an Intimate Interaction, individuals engage in behaviors and experiences through the 

stages of Self-disclosure, Mutual Understanding, and Warm Response resulting in a positive 

experience. We underscore the importance of the last concept; if an interaction does not involve 

a positive experience, then we can not say an Intimate Interaction took place. 

Intimacy and Music: 

 During the final steps of developing this research, one of the main difficulties that I 

encountered was finding a bibliographical source that supported the relation between music and 

Intimacy in a way that was also compatible with my previous sources and concepts. Most of the 

literature that dealt with music performance and Intimacy did so through sexual connotations, or 

contexts of physical closeness, and one-on-one musical experiences. These resources were 

incompatible with the musical contexts that I wanted to explore. Fortunately, I found Jeanette 

Bicknell's work, "Why music moves us", in which she uses Intimacy and a number of the 

concepts that I use to describe it. In the chapter "Explaining Strong Emotional Responses to 

Music II" there is a section called "Music and Social Bonding (Again): Intimacy" in which she 

starts making a case for Intimacy with a summary of what she has been proposing previously: 

Music affects the body, brain, and mind in ways that connect listeners in groups 

and take solitary listeners out of themselves, however briefly; and it is within 

social relations that we undergo some of the strongest and most significant 

emotional experiences of our lives. However, all social relations are not equally 

important. The more intimate a relationship, the greater its capacity to influence 

the emotional lives of the participants. (Bicknell, 2009, p.109)   
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She proceeds to explain why the components of sexuality and privacy that relate to 

Intimacy are not necessarily relevant and gives us many examples of Intimacy without including 

any of these concepts. She also argues that non-reciprocal relationships may convey Intimacy, 

such as the relationships between parents and their children and worshipers and their Deity. 

These non-reciprocal relationships will be significant when trying to explain Intimate Events, as 

she calls them, between performers and audience members. 

 After this, she shares some important characteristics of Intimacy, strongly related to the 

definitions and characteristics proposed by Karen Prager and her co-authors that I incorporated 

previously in this paper, such as having both cognitive and affective aspects, feeling of 

closeness, and vulnerability. Translating these characteristics into an artistic context, referring to 

the philosopher Ted Cohen's work (Cohen, 1999), she says: 

...our propensity to share aesthetic experiences (including, but not limited to, 

experiences of jokes) is linked with human beings' social or communal nature. He 

writes that we need reassurance that "something" in us – the something that is 

amused by a joke, awed by a beautiful sunset or moved by a poem – also 

constitutes an element of our common humanity. (Bicknell, 2009, p.111)   

 

 After this, she concludes: "When we are moved by music and want to share the music 

and the feeling with others, this can be the foundation of a deeper relationship. Nevertheless, if I 

am correct, listening to music can be an intimate experience even if the listener does not share 

his responses with others." 

Supporting this and directing Intimacy directly to music, she proposes three different 

possibilities for this relation. The first one is based on philosopher Jerrold Levinson's description 

of a particular kind of listening experience (Levinson, 2004), saying that "Listening to music can 

mimic or be analogous to engagement in an intimate relationship. This phenomenon happens 
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when we empathetically experience the sounds presented, mirror the feelings expressed in the 

music, and imagine that these feelings express another individual's authentic emotional 

experience." (Bicknell, 2009, p.111). She also tells us that Levinson also details that audiences 

usually relate this sensation to the composer's or the performer's experience. 

 The second proposition consists in the attachment that some persons have to a particular 

musical work. This attachment is maybe even analogous to the love a person feels for another 

person and a position of vulnerability towards the music and the composer (I would certainly add 

the performer to this equation). 

 The last proposition speaks about listening to music in a solitary context. There is one 

idea that I want to highlight from this specific section, this being the concept of familiarity: 

… although the music is external in the sense that it does not emanate from the 

listener's inner being, it is neither foreign nor alien. If the listener has chosen the 

music, then he is likely to be familiar with it. Even if the listener has not 

previously heard a particular work, he is likely to be familiar with the underlying 

tonal patterns and can follow them. Furthermore, although some music is more 

readily comprehensible than other music, none can be totally foreign or 

completely unfamiliar. (Bicknell, 2009, p.114) 

 

This last quote of Bicknell's will prove to be fundamental in understanding the 

importance of familiarity as in a prior Contextual Factor in musical experience to develop 

this research. 

Synthesis of the theoretical framework: 

 Based on the work of Prager, Bicknell, and Seligman, I intended to draw a clear 

connection between Well-being and Musical experience as seen through the lens of Intimacy. I 

presented the primary constructs of Well-being that may be developed into Flourishing and 

Intimacy, subdivided into Intimate Relationships and Intimate Interactions. Lastly, we observe 
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different positions that validate the idea of a Musical Experience being understood as analogous 

to an Intimate Relationship in a diverse number of scenarios. In the next section of this research, 

I will share my theoretical proposition, a detailed parallel model between Intimate Interactions 

and Musical Experience. 

1.3 Proposal: 

 "The performer subtly dances with the pitch bending and melodic contour while her sight 

is directly linked to the sheet music in front of her. This movement continues until a sudden 

technique like a haul appears; it is almost as if I could feel its weight, gradually dispersing. After 

this moment, lyricism is brought back with a slight increase in melodic movement, embellished 

with some microtonal gestures that contrast with the tonal center and also gives us a sensation of 

uniqueness, of a presence out of the ordinary. A sudden quick and energetic melodic movement 

appears just to be then almost caressed into calmness again." (Excerpt from Video Analysis #1 

by Miguel Angel Zazueta as presented in this document). 

 After presenting the concepts of this research (Well-Being, Flourishing, Intimacy, and 

Intimate Interactions), I will introduce my proposal for linking them directly to a musical 

experience. When I first read about Intimate Interactions, their characteristics, and their relation 

to Well-being, I could not avoid thinking about a musical concert. The context in which Intimate 

Interactions are placed is usually one of the person-to-person scenarios, as when friends interact 

in a coffee shop or when couples talk in their homes. Nevertheless, I observe a direct connection 

between these interactions and the interaction between a music performer and the audience 

members. I will make a quick comparison of two of my personal experiences in everyday 

scenarios. 
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Experiences A and B: 

 In scenario A, I remember a meeting I had with an old friend in a coffee shop. My friend 

proposed a conversation topic, the news he was going to propose to his partner; in other words, 

he shared some truthful and vital information about himself (Self-disclosure). I listened to him 

and responded with a hug (Warm Response). Both of us could understand and experience each 

other's behaviors positively (Mutual Understanding). 

 We are now continuing to scenario B. In this case, I am not there as a friend but as an 

audience member in a rock concert. The band starts playing one of their most iconic songs, 

disclosing themselves through music expressively (Self-disclosure). I start clapping and shouting 

enthusiastically just as the piece ends (Warm Response). We could both understand and 

experience each other's behaviors positively (Mutual Understanding). 

Table 1.0 Comparison of Personal Scenarios A and B. 

Scenarios/Stages Self-Disclosure Warm Response Mutual Understanding 

Scenario A Verbal 

Information 

A hug Both understand the language and 

the intention of the information. 

Scenario B Musical 

Information 

Enthusiastic 

clapping 

Both understand the musical 

gestures and intention of the 

information. 

 There is an evident parallelism between these two scenarios’ structures, which makes me 

think that this inquiry may lead us to find more direct links between musical experience and well-

being and flourishing. Still, there are many characteristics of Intimate Interactions in more typical 

human interaction contexts that do not fit perfectly into the musical experience. For this reason, I 
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propose a parallel set of concepts with minor variations from the ones of Intimate Interactions to 

suit the nature of a musical experience better. The overall parallel concept would be Intimate 

Musical Interactions. I will detail these issues of translation from the original concepts to the set 

of parallel concepts and share a solution for each of them: 

 1.- Self-disclosure that is verbally shared does not have the same characteristics as when 

the information is shared through musical performance. This characteristic represents the most 

challenging issue in the translation of these concepts. However, we should notice that the 

importance of the information that is being self-disclosed may also be linked to the concept of 

vulnerability. I will use the structure proposed by John Powell (Powell, 1975) of the Five Levels 

of Communication regarding Self-disclosure concerning the amount of vulnerability in the 

information that is being disclosed. The first level would be the Cliches or commonplaces- The 

second level would correspond to the Facts and Biographical information. The third level is the 

place for Opinions and Judgments. In the fourth level, we can find Feelings. Moreover, the fifth 

level corresponds to Peak Emotional responses. I propose here the first parallel sub-concept called 

Musical Self-Disclosure and a personal proposal of a translation of the Five Levels of 

Communication into musical terms. A Musical Self-Disclosure is the behavior of sharing musical 

information that may be classified into five different levels of vulnerability: 1.- Cliches: Common 

places of musical gestures from a specific musical tradition (exaggerated glissandi, exaggeration 

in final consonants, between others.). 2.- Strict representation of the musical material. 3.- 

Interesting musical Interpretation of the material. 4.- Affective, Emotional, and engaged 

interpretation of the material. 5.- Climatic and fully engaged interpretation of the material. 
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Table 2.0 Comparison of the Five levels of communication between Self-disclosure and Musical 

Self-disclosure 

 

Five Levels of Communication Self-disclosure Musical Self-disclosure 

1.- Cliches or common places Cliches: Common places of 

musical gestures from a 

specific musical tradition 

(exaggerated portamentos, 

exaggeration in final 

consonants, etc.). 

2.- Facts and Biographical 

information 

Strict representation of the 

musical material. 

3.- Opinions and Judgments Expressive musical 

Interpretation of the material. 

4.- Feelings Affective, Emotional, and 

engaged interpretation of the 

material. 

5.- Peak Emotional responses Climatic musical moments and 

fully engaged interpretation of 

the material. 

 

 2.- A Warm Response can have many different forms depending on how the interaction 

occurs. In our example, we had a hug and an enthusiastic clapping. The important thing is that in 

each situation, the person who receives the information knows how to respond and behave in that 

specific context. For example, a loud response to a guitar solo in a jazz concert could be 

significantly appreciated, and energetic applause that is being contained until the ending of a 

sonata's third movement. In a mediated concert, a concert that is being watched asynchronously 

through a video platform, a warm response may consist of an excellent comment made in the 

video's post. 
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 3.- Mutual understanding depends  heavily on the determined contextual factors before the 

interaction. These factors would involve knowing and expressing through the same language in a 

regular conversation, having contextual information about the topic being shared. The direct 

relation to the other person, to name a few. In a musical concert context, this would involve 

knowing the musical genre being performed, having some cultural context of the piece, maybe 

even knowing the piece, the relation with the specific performer or performers, and the relation to 

the specific venue. There is a direct correlation between the prior musical and cultural knowledge 

of an audience of the participants of musical interactions and the probability of them translating 

into Intimate Musical Interactions. 

 4.- Intimate Behavior and Intimate Experience would be directly translated as Intimate 

Musical Behavior and Intimate Musical Experience. The only difference is that Intimate Musical 

Behaviors are expressed by musical means in a musical context that speaks directly to Musical 

Self-disclosure is one of its Five levels of Communication. Intimate Musical Experiences would 

consist of positive interpretations of Intimate Musical Behaviors. 

 5.- Contextual Factors will be simply translated to Musical Contextual Factors to 

understand that we are looking for factors surrounding a musical experience. This concept suggests 

being more specific regarding musical information. It welcomes all the other elements presented 

by the original concept because they are still relevant to any musical experience, such as cultural 

and personal factors. 

 The Process of an Intimate Musical Interaction in the interpretation of a pre-composed 

musical work: 
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 After presenting this parallel model of Intimate Musical Interactions (I will refer to this 

concept as IMI from now on), I will describe a hypothetical process that may produce an IMI in a 

musical concert scenario between the performer and the audience when pre-composed music is to 

be performed. 

 I propose here that a musical performance conveys several multilayered synchronous and 

asynchronous interactions. That musical performances that may be understood to be IMIs would 

most likely be informed by the other IMIs and Intimate Interactions that are part of this process. 

In other words, a musical performance would most likely achieve the status of an IMI if most of 

the other interactions that inform its process are as well IMIs. 

 The examples of asynchronous interactions that I propose that inform a musical experience 

from the point of view of the musicians are: 

 1.- The composition process: The context, meaning, and intent that the composer had in 

the moment of creating the musical composition. 

 2.- Composer-Performer interaction: The contact, interaction, or relation that the composer 

and the performer may have during the learning and interpretative process of the piece. 

 3.- Performer-musical material interaction: The time, spaces, and learning, interpretative, 

and rehearsal process that the performer had with the musical material. 

 4.- Performer-Performer interaction: This is in the case that the piece is intended to be 

played by more than one musician, including conductors. 

Now, here is a list of probable synchronous interactions during a musical performance: 
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 1.- Performer-musical material: The performer, in a first instance, interacts with the 

musical material, informed by a number of the probable asynchronous processes that have been 

proposed just before. 

 2.- Performer-Audience: From my point of view, the most significant interaction the 

performer has with the audience is to vulnerably share with the audience the interaction that 

she/he/they is/are having with the musical material. Other kinds of interactions may involve verbal 

communication before or after presenting some kind of direct verbal or non-verbal interaction with 

the audience during the performance. Here we should also consider the audience's reactions during 

and after a musical performance and that are shared with the performer, such as applause or 

comments. 

 3.- Performer-Performer: Any kinds of musical and non-musical communication between 

performers, before, during, or after the moments of musical performance. This communication 

may comprehend musical cues, clarifying information, or informal interactions, to name a few 

possibilities. 

 To clarify some of the possibilities listed above, I will share a straightforward narrative 

that conveys all of these points: 

 In an original Intimate Interaction, the source of the conversation is not the other but a 

specific piece of information. Self-disclosure results from the interaction between one person and 

that information while exposing and sharing it with another person. In music, something similar 

happens; while the performer in many scenarios may interact directly with the audience, the 

primary source of information is her/his/their interaction with the music. For a musician to perform 

in a vulnerable way this pre-composed music, she/he/they should be able to have several prior 
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interactions with the musical material itself, and if possible, with the composer. Before this, the 

composer had her/his/their compositional process. During the learning process, the performer tries 

to understand a piece, interacting with different materials. There are many different sources of 

information, like the composer, the sheet music, the audio, and video recordings by other 

performers. An ideal way of knowing the piece is having first-hand information and contact with 

the composer, but it is not indispensable. The learning and rehearsal sessions could also be treated 

as IMIs, with the performer being both the communicator and receptor of the message in an 

Intimate Interaction. I would even dare to say that the performer generates an Intimate Musical 

Relationship with the piece of music because of the repetition of this kind of interaction. This 

Intimate Musical Relationship is an accumulation of a significant number of IMIs, but I will leave 

that discussion for another time. 

1.4 Practical application of the theory of Intimate Musical Interactions into a short case study: 

 In this short case study, I will look for indicators of IMIs in the learning and performance 

processes of four different musical performances of contemporary music by Graduate students 

from the UCSD Department of Music. I have interviewed each one of them, asking them open-

ended questions about their learning process. Each of them has then shared a video performance 

of that piece that I will try to describe as best as possible, looking for Intimate Musical Behaviors 

that may trigger Intimate Musical Experiences. I will also analyze the interviews looking for 

factual statements that may evoke an intimate experience with the piece or any other related factor. 

I hypothesize that through these observations, we may find consistent evidence of traces of 

Intimacy in both the learning and the performance process of these four pieces. 
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This experiment intends to test and apply the IMIs theory in an actual performance observation 

scenario. I fully acknowledge that the results could hardly be validated because of the nature of 

the experiment and the limited amount of information. However, I still believe that observing these 

new concepts to an actual musical performance may clarify the future results of the further 

development that this model may have. 

Methodology: 

Interview Analysis: 

 I will classify the information as the most significant statements that the performers shared 

during the interview about their learning and performance process. Then, I will divide them into 

four main themes: Composer, Musical Composition, Learning, Interpretative Process, and 

Performance. With this information, I will summarize what I believe is the most prominent 

evidence of Intimate Musical Interactions shown by the statements. 

Video Analysis: 

 I will make a detailed description of the musical performance from my personal experience, 

identifying gestures during specific time lapses concerning the characteristics that I interpreted as 

Musical Self-disclosure or that stood out for me as a spectator. 

Information to have in mind while reading the analysis: 

 1.- The five musicians performed in the four videos are professionals of the highest musical 

quality. The simple experiment that I am about to conduct does not speak directly about their 

capability or talent. I am simply trying to measure specific characteristics of their musical 
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performance that by no means is a way to judge their overall quality, which is, in all of these cases, 

exceptional. 

 2.- I acknowledge that my analysis is being conducted from the point of view of a young 

music professional that also considers the subjects as peers and colleagues with a relation of respect 

and admiration to each of them. As a consequence, my analysis can not be completely objective. 

 3.-The methods I am using to experiment have not been tested before in any other case that 

I know of; however, I designed these structures for analysis to resemble as closely as possible the 

theoretical information that I provided before. 

 4.-The judgment for the classification of the materials is highly subjective, and further 

analysis made by other researchers would be needed for validating this experiment. 

Case Study #1: 

Performer: Teresa Díaz de Cossío – Flute 

Piece: "La noche" by Mariana Villanueva 

Interview Analysis #1 by Miguel Angel Zazueta: 

 In this first case, the learning process and the investment of the performer were in many 

ways intimate. The performer got to know and talk with the composer of the piece. This interaction 

is an opportunity that many musicians cannot have. I would argue that getting to know the 

performer in person and then keeping further communication would provide a much better 

understanding of the intention behind the piece's composition. The performer even acquired two 

main ideas about the composer’s work during their conversations, as seen in the statements; these 
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ideas were that the composer saw her work as a spiritual process and thought that music could 

heal. I believe that this should have an apparent effect on the performer's interpretation approach 

to the piece, as seen in the statement, "Every time I worked with the piece, I strive to have a strong 

connection between the human being that I am and the other that may listen (to the performance)." 

There is a clear relationship between the interactions that the performer had with the composer and 

the interaction that the performer had with the musical composition. Talking now about the relation 

between the performer and the musical composition, the performer was invested and interested in 

it also for professional concerns like "To make visible (female Mexican composers), to make 

justice, to get inside history's holes." She, the performer, has a clear commitment to the cause of 

equality for female Mexican composers; this other relationship may also translate into a more 

serious investment in interpreting the piece. About the performance itself, she stated that she 

focused on the narrative of the piece. She also made several statements regarding the fact that there 

were no audience members in the concert hall when she recorded the piece. 

 I believe that having someone listening to her live performance was an important 

expectation. She stated that she felt that something was missing. I will connect this to my prior 

theorization about live musical performance being an interaction between the performer and the 

composition, which is vulnerably shared through a second interaction between the performer and 

the audience members. When the audience factor is lacking this other interaction in which we 

vulnerably share or musical practice, we get understood and then responded to does not happen in 

real time. The Intimate Musical Interaction that musicians, like the one of this first case, seek, is 

negated, at least momentarily. Consequently, we might be missing some of the nuances and 

experiences that this interaction may add to the musical interpretation. The performer's expectation 
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of performing the piece to a live audience could not be met for the COVID-19 Pandemic 

restrictions active in UCSD on the day of the recording. 

Video Analysis #1 by Miguel Angel Zazueta: 

Section #1 00:00 – 02:08 

 The performance starts with Teresa quickly getting the flute into position, then a grace note 

linked to a long note held by a flute, with subtle glissandi; it feels like floating, like a sudden 

welcome to another pulse. The following phrases sound like a lyric and natural elaboration of this 

mood. The performer subtly dances with the pitch bending and melodic contour while her sight is 

directly linked to the sheet music in front of her. This movement continues until a sudden technique 

like a haul appears; it is almost as if I could feel its weight, gradually dispersing. After this moment, 

lyricism is brought back with a slight increase in melodic movement, embellished with some 

microtonal gestures that contrast with the tonal center and gives us a sensation uniqueness, of a 

presence out of the ordinary. A sudden quick and energetic melodic movement appears just to be 

then almost caressed into calmness again. Again, the haul appears, the voice combined with the 

flute, giving me the sensation of something otherworldly. Lyricism comes back once again like 

dancing spontaneously until this mystic voice reaches out one more time before this section ends. 

The overall sensation that I get from this first section is of mysticism, harmony, and calmness but 

at the same time of an inner force reveling itself from time to time, familiar but at the same time 

unsettling. 

Section#2 02:19 – Ending 
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 Subtle phrases seem to start building up, but the howl has become more of a roar for a 

moment; then, some slight bending appears in the phrases with traces of melancholy. Some warm 

calls and responses happen, the howl appears again, but as calming down, and the contour seems 

to caress the mood. Playfulness appears one more time before some gestures of some sort of slow 

trill appear. Also, one more final howl, as if the mystique presence was surrendering, or perhaps 

lamenting its departure, this with a last fast trill in the same note and then a last long  exhalation. 

I felt a sensation of longing, of resistance, and departure. For some reason, I felt there was some 

kind of personification or narrative in the piece, as the development of a presence. The howling 

and the different gestures made me experience more unsettling but exciting sensations; they also 

appeared by surprise most of the time and were as unsettling as beautiful, as if I were in the 

presence of a fierce yet beautiful creature. 

Case Study #2 

Performer: Myra Hinrichs – Violin and electronics 

"Frises" First movement by Kaija Saariaho 

Interview analysis #2 by Miguel Angel Zazueta: 

 In this interview, Myra shared that even though she had never had a personal interaction 

with the composer, she had played some of her pieces before. She also had some opinions about 

the musical characteristics that the composer values in her music. An example of that would be 

that she cares more about the effect that music may have than in pitch perfection, saying that she 

finds that "...kind of cool…". She describes some of her other musical works as ethereal and 

dreamy. It is evident to me that she appreciates this composer's work. This particular piece allowed 
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Myra to work for the first time with electronics, and she finds this combination otherworldly. She 

described this first movement as being "… very free..", a characteristic that she liked about it. 

Another important part was the drone. She described how she enjoyed the sound and the sensation 

of the vibration of the violin in her body. She also connected with the kind of music she listened 

to as a child, Scottish music, and wonders if that is why she enjoys the drone so much. She thought 

about interpreting this piece as a gesture-to-gesture process, rather than a note to note, stating that 

in this music, "...if you go for it the gesture happens…". Performing as a soloist makes her feel 

free; she feels that it does not matter if she makes a mistake; she can just move on. About the 

performance, she says that she might have leaned too much in the open string of the drone, but that 

was because she was enjoying it too much, as she mentions, "...having that (the violin) resonating 

and attached to your chest and skull is very sensual, which I like a lot". One more statement was 

that it was difficult for her to feel that she was performing because she recorded in her own house 

and alone. The clearer IMI that I can make here is the one between the performer and the musical 

composition. The kind of interaction that this piece allowed Myra to experience was one of 

freedom and joy. She repeated how the feeling of freedom and enjoyment was always present in 

her rehearsal in performance processes on several occasions. 

Video analysis #2 by Miguel Angel Zazueta: 

Section #1 Beginning to minute 2:02 

 Myra positions herself after a few movements; then she starts to play the drone that starts 

developing into a harmonic sound to come back to the D string's fuller sound and then develop 

with small trill gestures, harmonics, and effects from the electronics. The dynamic energy comes 

and goes as waves, with more present and strong gestures that dissolve gradually to come back in 
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another new form. By the end of this section, an even stronger gesture with more pitch variations 

stays in a high dynamic expression for a more extended period. 

Section #2 minute 2:03 to minute 4:26 

 These small gestures start being more present and energetic. There is a considerable 

amount of melodic movement and rich diversity of playful gestures for about fifty seconds. It feels 

"dreamy" to use the performer's vocabulary. Afterward, the volume suddenly reaches a lower point 

for a few seconds, and then the dynamics and movement start building up rapidly. It would sound 

like the waves of energy appeared each time in shorter lapses and more contrast between the lower 

and higher points. A long downward glissando announces the entrance of a prominent electronic 

effect that permeates the space and slowly dissipates, letting us hear the final expression of the 

drone that is itself dissolving as well. Myra pauses for a moment and then proceeds to disengage 

from her violin. I feel this is a more contemplative performance in which I felt I could get immersed 

in the sound world and into these waves of energy and sudden surprises in both the gestures and 

the electronics. 

Case Study #3: 

Performer: Rebecca Lloyd-Jones – Percussions and electronics 

"As far as the eye can see" by Marta Gentilucci 

Interview analysis #3 by Miguel Angel Zazueta: 

 In her statements, Rebecca showed a deep admiration for the composer's work. She first 

acquired an interest in this piece after listening to a recording, and she said she was "...drawn to 
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the sound worlds that she made…". She already knew a couple of her other compositions, and one 

of the things she likes about her work is how she manages to merge the electronic and analog 

instrumental sounds. She described this quality as fascinating and the many levels of Intimacy and 

intricacy that this piece presents. She had ongoing communication requesting feedback from the 

composer. The nature of the composition and the fact that she had to learn a whole new notation 

system resulted in her feeling a "...commitment to her piece and to her, musically… getting 

intimate enough…". Some interesting aspects of the learning process were that it required slow 

practice, slowly feeling the piece within her body and the "osmosis" that happened at the end, 

when everything she had worked in, came together. About the performance itself, she believes that 

it is an accurate interpretation of the piece. She also said that she felt "a drive to understand or to 

get into another world" while performing and that the process took place in a "...controlled 

environment, fully where I wanted it and how I wanted it". She made several statements about the 

last part of the piece. She referred to it as expansive, circular, "...no technique that I feel stress 

about". Other references to the performance of the piece were the amount of energy needed for 

certain sounds, the different tools and techniques she had to use and the choreography of playing 

throughout the percussion set, as well as the difficulty of triggering the electronics just at the right 

moment as she played a specific sound. All of this information speaks of a diverse number of 

interactions, such as in her relation of admiration and the conversations with the composer, the 

time and commitment to the piece during the learning process, and the positive experiences that 

she remembers from the performance. 

Video analysis #3 by Miguel Angel Zazueta: 

Section #1 Beginning to minute 3:13 
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 The performance starts with a wave of different textures, sounds that merge but that make 

me experience a wide variety of different sensations in about twenty seconds, like a colorful wake-

up call that ends up floating with a distant ring slowly dissipating. After a pause, the melodica and 

the electronics share a new rugged sound that slowly develops and gives entrance to a new wave 

of sounds. Strikes, gentle touches, and brushes appear, and a surprisingly synchronous and quick 

phrasing between the electronics and a gesture with the sandpaper. The electronics keep on going 

while a rollover of the woodblocks develops and then another quick gesture with the sandpaper, 

reaching a place of calmness with a circular caress with the fingertips in the drum, changing shortly 

to the brush but continuing with the circular strokes. A high-pitched phrase in the woodblocks 

triggers an energetic gesture in the drum but then quiets down for a moment in the same 

woodblocks. A new set of timbers start to appear metallic but gentle, and floating sounds appear 

with the vibraphone, the gongs, and the bowls, landing in a subtle circular touch of Rebecca in the 

cup filled with water, wrapping up this moment with elegance. She lands again with a circular 

motion in the drum. She adds a couple of more gestures in other instruments before staying in the 

bongos, complementing them with incidental gestures, mainly with the sandpaper, followed by a 

closing phrase in the woodblocks. In all the sections, Rebecca's body responds to the sound and 

gestures in a delicate choreography with the sound world. 

Section #2 minute 3:14 to 6:49 

 The second section starts with slower, softer energy. Rebecca performs a delicate gesture 

over the bowls, triggering subtle sounds from the electronics. She then starts blowing the bowls 

with calmness; then, she bows the cymbal one time before shortly using the melodica and returning 

to the cymbal, where she keeps performing a bowing movement with a total focus looking back a 

couple of times but being detailed and careful in her motions. She calmly places the bow down 
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and stops for a moment. Rebecca stands in front of the bongos in her percussion set, and she places 

her left hand in one of the bongos and her right hand over a square piece of wood over a piece of 

sandpaper. She adjusts the piece of wood, looks down for a brief moment, and then continues with 

her performance. The movements are quick, involving her head in a micro dance, while she 

changes between the bongos and the sandpaper. Solid and short gestures combined with more 

delicate and slower ones. The dynamics gradually increase, accompanied by gestures during the 

silences, as if her body was trying to absorb the energy resulting from the inertia of her previous 

movements. She performs a very soft and gradual rhythm in one of the bongos with both hands 

and suddenly finds stillness. For a brief moment, she closes her eyes with both of her hands 

touching but not playing one of the bongos. After a short pause, she ends this moment with a subtle 

and quiet gesture over the bongo. The last moments of this section include what seems another 

careful and felt bowing gesture in the cymbal ending with an unfolding wave of electronics sounds 

and a phrase that changes our timbre world in the vibraphone and the crotales. 

Section #3 minute 6:50 to 9:59 

 This section begins with a combination of long rough gestures in the gong and short 

melodic phrases in the vibraphone. We now enter different energy and sound world, a more patient 

and spacious set of moments. All the gestures have space between them. Almost no gesture is 

repeated. Rebecca walks around the percussion set with tranquility; the gestures are gentle and 

warm, there is no rush. The sound world starts closing with elegance, with tenderness. Silence 

starts gaining more and more terrain until Rebecca reaches the big drum and caresses it, somehow 

it seems more like a human gesture than a musical gesture, as of saying goodbye. 

Case Study #4: 
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Performers: Stefanie Quintin-Avila – Soprano (Soloist) 

Matthew Henson – Bass 

"Einige Saetze" by György Kurtag 

Interview Analysis #4 by Miguel Angel Zazueta: 

 In this interview, Stefanie shared with me some of the most critical insights from her 

learning process. The relationship she had with the composer was one of respect and admiration. 

She did not have any direct interaction with him. However, she made some statements, such as 

that she wanted to sing at least one of Kurtag's compositions in her lifetime. She could appreciate 

how thoughtful he was about how text and music complemented each other and that his writing 

was detailed. About the piece, she showed a rich understanding of its structure and how it was 

meant to be performed. She talked about how the fragmented phrases should be performed in a 

continuous line and about the different themes the movements had, especially about movement 

four, "Alpine Peaks," to which she could directly connect with her personal life experience. In her 

process, she has a strong focus on the text; she starts with text and then starts trying to understand 

the writer's intention "… I tried to put myself as a character, in the shoes of the writer". She worked 

with the piece in two different periods. When she worked with it the last time, her interpretation 

was different, "… text meaning changes over time, and it is affected by our experiences as human 

beings…". About the recording process, she mentioned that she had to record it many times until 

the vocal color and the timing was right because she recorded asynchronously with the bassist, 

Matthew Henson. However, in the end, she believes that the performance was successful. There 

was constant and clear communication between the performers, and this was the first time they 

collaborated. This process was much more centered on the text and musical interpretation. The 
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performers did a rich analysis of the piece and made clear choices for their performance. Also, 

Stefanie could manage to find meaningful interpretations of the movements, connecting and 

having empathetic responses to each of them. Evidence of thorough understanding, empathy, warm 

responses, and self-disclosure were present in statements that Stefanie shared with me. 

Video Analysis #4 by Miguel Angel Zazueta: 

Section #1 from Beginning to minute 2:07 Movements one to three. 

 We start with the name of the first movement in German as well as translated to English. 

We will have this same structure for the remaining titles and lyrics of the piece. These subtitles 

help me as an audience member to follow and understand their interpretation of the piece. The first 

movement is called "The Potatoes." After Matthew plays the first note, Stefanie sings a long 

melodic line with precise legato and pitch. The melody is carefully performed, and her body 

reflects a deep concentration and calmness in the piece. The range of the piece is generally low. 

However, it ends with a higher pitch contour, also putting in evidence the homogeneous color 

Stefanie manages to produce throughout the piece. The second movement, "The Cow" starts with 

Stefanie singing with a different vocal color, with air in the sound. Also, her characterization is 

contrasting. She, as a character, seems worried or anxious about something, as reflected both in 

her voice and facial expression. A carefully constructed melodic gesture of a wide vibrato is 

repeated, giving a sensation of coherence and structure. The last part of the movement has a 

contrasting accentuated phrase, giving me a sensation of a precise closure. The next movement, 

"...A Church Pew…" develops in one short phrase for the singer. It has two separated downward 

glissando movements that also help to find congruence and development in structure. Stefanie's 
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characterization is again different, with a sensation of drowsiness, as if she was about to yawn, 

illustrating the sleepy quality expressed in the lyrics. 

Section #2: From minute 2:08 to ending. Movements four and five. 

 "Alpine Peaks" is a more energetic movement. It has more passion and contention. The 

phrases contain contrasts between higher and lower pitches separated by a wide vocal range. The 

voice is clear and precise, grounded. We recovered the natural brightness of Stefanie's timbre, 

making an exciting alternation that gives me the sensation of direction between these short 

movements. The last movement, "Confession," is performed with a darker, heavier timbre; it is 

again passionate but more insistent in this with only one moment of contrast in vocal production 

during the beginning phrase. Stefanie's characterization seems more severe and imposing, adding 

a new color to this song cycle. Stefanie's interpretation of the whole piece seems to be focused on 

vocal and musical choices that aid us in our contemplation of the general and individual structure 

of the piece and its movements. The contrasting characterizations she chose gave me the sensation 

of particular colors that develop a musical arch throughout the piece. The highlighted gestures are 

defined and congruent resulting in a successful performance of the composition. 

1.5.1 Conclusions from the Interview and Video analysis: 

 As I stated before, I intended to observe traces of Intimate Musical Interactions in both the 

learning process and the performance of a piece as told and performed by four different musicians. 

I found clear connections between the interactions that each performer had during the learning 

process and the nature of the behaviors that I could observe in their performances. I will point out 

particularly prominent evidence of this relationship in each one of the cases. In case #1, Teresa 

shared her commitment to the composer, Mariana Villanueva, which she had the opportunity to 
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meet, and the main ideas that she linked to music making. The spirituality and the deep engagement 

with the other, the audience, were present in her learning process as shown in this statement "every 

time I interacted with the musical piece, I looked for a strong connection between the human being 

that I am and the other one that may listen (to the performance)." I firmly believe that this was also 

translated into the performance in factors like her total focus, the way in which her body was 

connected to the sound, and above everything else, the care, passion, and detail that I experienced 

through her musical interpretation. Case #2 reflected the main ideas of freedom and the 

dreamworld with which Myra conceived her interpretation. Again, the contact with the composer 

was an indirect one, but her connection with the composer's work and the joy that she felt. At the 

same time, performing was instantly transmitted through her interpretation. This dreamy 

characteristic was present in these waves of sudden gestures and quietness and the incorporation 

of contrasting timbres by the electronics. 

In case #3, we had a more extended and more intricate musical composition that allowed Rebecca 

to exploit all sorts of what I perceived to be Intimate Musical Behaviors. Her relation and contact 

with the composer helped her to understand and appropriate herself of the piece. 

 In consequence, the nature of the piece and, in consequence, of her learning process 

resulted in a rich and powerful interpretation. There was a bast number of possibilities to make 

individual connections. I would say that the most prominent was the relation between the different 

nature of interactions with the instruments and the sonic world they created in combination with 

the electronics. It was complicated for me not to feel all the different contacts that Rebecca had 

with the instruments as if I was performing myself. It was also impossible for me not to be drawn 

to this rich and joyfully overwhelming sound world. Lastly, case #4 was a different interaction as 

Stefanie focused on textual analysis, and she translated this masterfully into congruent and detailed 
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vocal gestures. She gave each one of these five movements different and identifiable characters. I 

could observe and enjoy the overall structure and the rapidly changing emotional contrasts. Her 

commitment was focused on the meaning of the text and its translation to music. However, she 

also added personal memories that helped her make all these different characterizations that gave 

meaning and points of connection for me as an audience to these miniature songs.  

1.5.2 General Conclusions: 

This research aimed to propose and test the compatibility of the concepts of Intimate 

Musical Interactions through my observation of the processes of learning and performing music 

through the video interviews and performances from each of the cases. 

I was able to identify specific aspects of the pieces that constituted evidence of possible Intimate 

Musical Interactions during the learning process, Musical Self-disclosure, and the relation between 

these two factors. Due to the limited amount of information and analysts, these conclusions could 

hardly be validated; however, I believe that it was crucial to linking this theoretical framework to 

the actual phenomenon of music performance. In the next part of this research, I will show the 

results from a survey responded by undergrad students from UCSD about the video observation 

of these four cases. I will compare the results to my analysis. 
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Part II 

Intimate Musical Interactions II: 

                                 A phenomenological study of four musical experiences  

2.1 Introduction: 

 In the second and final part of this research, I will test the theoretical framework of Intimate 

Musical Interactions, as proposed in the first part of this research, through the results of a series of 

surveys answered by undergraduate students from UCSD. The survey is constructed mainly from 

open-ended questions to acquire honest answers that help to clarify and partially validate the 

propositions and conclusions I made in the first part of this research. 

2.2 Methodology: 

 The students were asked to watch the videos of each one of the four cases. Each of the 

performances had an introduction video made by the corresponding performer to familiarize the 

students with the pieces and the performers themselves. The introduction video also had the 

purpose of aiding the students to focus on the crucial aspects of the music performance, 

acknowledging that the genre of the music being performed is not exceptionally usual, intending 

to gather the highest number of responses that would serve the purpose of this research. I would 

argue that adding introductions in various contexts of musical performances is a common practice, 

so the introduction should not represent a threat to the validity of the students' experiences and 

responses. 
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 After watching the introduction, the students were asked to observe the full performance 

once. Then, they were asked to describe the broad experience they had while watching the 

performance. Subsequently, they were asked to describe the music, a particular moment that stood 

out, and if that moment triggered in them any sensation, mood or emotion. 

 The following section consisted of replaying the performance but dividing it into two or 

three sections, depending on the length of the performance. Regarding each section, the students 

were requested to describe any moment that stood out for them, and finally to chose their favorite 

one and to tell us why they chose it. 

 The subsequent petition was to write a comment as if they were writing a comment in a 

YouTube video. This petition attempts to fulfill the requirement of a Warm Response which is a 

fundamental characteristic of an Intimate Musical Interaction. 

 The last section of the survey consisted of four multiple-choice options asking for the time 

in which they were engaged with the performance, their level of comfort, their relation to music 

in general, and their familiarity with the music in the performance they just experienced. 

All the participants were complimented with a ten-dollar Gift card for their participation. 

The students could access the survey via the internet for 15 days. 

2.3 Responses: 

I will share a synthesis of the most significant responses that both support or contradict an Intimate 

Musical Interaction. 

First, the relationship between the tested students and music is represented by the following chart. 



 

33 

 

Graph 1.1 Student’s reported relationship with music  

 

 Case#1 (Nine (9) Responses): 

 "It was very peaceful, but at some points, it felt as if there was a bit of discourse? Kind of 

like a scene where the character in the movie would be on a journey- it is mostly quiet, but every 

once in a while, there would be a bit of trouble?" 

 The students responded to have felt or identified in the music sensations of calmness and 

relaxation for most of the piece and states related to them as meditative, reflective, or 

contemplative states. They also shared many answers in respect of melancholy and sadness. In 

contrast, many answers described states of anger, tension, or being on edge, but constantly 

referring to these sensations as being in less number concerning the sensations of calmness and 

sadness as in "I possibly heard multiphonics, brought out the fear within nature aspect I was feeling 

throughout … the peaceful aspect of the piece". 
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RELATIONSHIP WITH MUSIC

Music is not important, I bearly listen to it.

I like music, I listen to it from time to time.

I love music, I listen to it all the time.

Music is very important for me and I really enjoy singing and/or playing music as a hobby.

Music is very important for me and I study to play music professionally
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 The students judged the piece as beautiful, interesting, fantastical, subtle, and nuanced. 

There were also many references to musical gestures that stood out. As presented in the last quote, 

multiphonics appeared quite regularly in the responses. 

 The multiphonics evoked for the students specific characteristics like depth, humanization 

(when used with the voice), fear, and a haunting, harsh, and angry sensation. Some of the other 

highlighted musical gestures were the contrast of dynamic or rhythm, intonation changes, repeated 

phrases, ornamented gestures, a long and loud note a breathy abrasive sound "...bringing a nature 

element to the performance." and even a "really long and loud note (that) kind of felt like it was 

sucking me in to listen to the rest of the performance." 

 The sensations and states presented above are quite interesting and informative, but the 

most repeated aspect in the responses was the evocation of place and narrative. Asia and 

specifically China were often mentioned: "In ancient China: Walking through a bamboo forest (or 

a mountain) several swan geese flying by." Indigenous and Hispanic cultures were also brought 

up. Forest, nature and the wind, and a religious context also appeared in the responses. The 

narrative, aspect, the sensation of a conversation, a movie, a voice, a song. 

 There were only two neutral statements about body movement and about not having any 

specific emotional reaction to the piece. The student’s main focus was on the music. There were 

just passages that mentioned Teresa’s involvement in making the musical gestures. In a response 

that speculated of both the performer's and the composer's intention, the composer appeared just 

once, "trying to bring across the sounds of nature.". 
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 Comments from the students to the performer: 

“Wow! Masterful playing! :)” 

“I would say to make it more dramatic in the second part because I felt like it could have been dragged out 

and this would leave the listener in a position to play closer attention as the they are waiting for the piece 

to end.” 

“Lovely performance! I can tell that lot of effort was put into preparing for the piece, and I hope to listen 

to more!” 

“Great performance. As a student born in Hong Kong the music reminds me of traditional Chinese music” 

“Great performance, really did well to bring the piece to life. I felt like I was isolated in nature listening to 

the various sounds around me.” 

“I would say "This was an excellent performance! I loved it!!"” 

“Thank you for such an immersive and expressive performance! Simply stunning!” 

“I have no idea how you managed to make the flute seem like it was playing two notes at the same time 

(at least, that's what I seemed to hear at some points of the piece), but the piece really did feel alive as you 

played it thanks to things like those.” 

“I experienced a lot of different subtle emotions, I felt a sort of changing, like a journey.” 

 

Graph 2.1 Case#1 Musical Experience Engagement 
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The result of the engagement in the performance is balanced into the positive side, in the 

direction of "Most of the time." 

Graph 2.2 Case #1 Musical Experience Comfortability 

  

The students also seemed to be inclined into a comfortable experience with no evidence of 

being uncomfortable. 

Graph 2.3 Case#1 Musical Experience Familiarity 
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This chart shows that students felt mostly unfamiliar with the music they just listened to. 

Case #2 (Nine (9) Responses): 

 "I did lose a bit of my sense of time and memory while listening to it. I was immersed in 

the drone sound so much. The music was entrancing." 

 The sensations reported about "Frises" surrounded were emphatically contrasting. Many 

of the subjects reported both states of trance and relaxations and being unsettled and 

uncomfortable. A number of the students narrated, changing from one state to the other. What is 

most surprising is that the drone seemed to be responsible for both states. A student declared, "I 

felt uneasy and uncomfortable. Then I felt relaxed, zoned out a bit, and then came back in… it felt 

a bit surreal to me.". There were some descriptions about the quality of the drone's sound being 

screeching and unsettling. However, then when other elements like higher notes and the electronic 

sounds appeared, the drone became "much more pleasant and relaxing to listen to since now it is 

the reference point for home." Other reported impressions were of it being mysterious and scary. 

 One of the elements other than the drone that stood out the most was the electronics. They 

were described as providing contrast and spark, and another reference stated that "they added an 

extra sprinkle of mystery.". Overtones, trills, and other ornaments also stood out as being good 

identifiable contrast to the drone. Some comments appreciated with specificity the different violin 

techniques. Those mainly were made by a subject that also plays the violin, as shared in the 

responses, such as "The trills became a bit more focused on this listen. They were kind of like the 

driving material of the piece, and I think that made the same long tone (sul tasto->pont.) that much 

more important, as a space between a more active trill happened.". 
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 Overall, the responses seemed interestingly contradictory and contrasting, but seemingly, 

when compared with the charts and the comments, the general outcome was one of a positive 

experience. As a student stated, "I felt a lot- as if I was falling kind of like when Dorothy was 

falling asleep/waking up in The Wizard of Oz.". 

Comments from the students to the performer: 

“Great job, Myra! I was amazed at how you used bow pressure to make harmonics on one string while 

keeping the fundamental on another!” 

“I would say that it is interesting but rather than being ethereal it is mysterious and a little scary.” 

“To my ears, I don't think I can appreciate the actual nuances of the piece. I would love to know a bit more 

about how the piece came about! Appreciate the electronic element!” 

“great job!” 

“I am sorry but I don't like the piece.” 

“How do you manage to make the violin sound like it's playing two sounds at once and manage the foot 

pedal as well?” 

“Great performance, you should contact some horror/suspense films and see if you can play for their 

projects. This music would fit great in something like that.” 

“I know Myra and love her performances, so I would say "Amazing job Myra!!! This was so captivating to 

listen to! Wonderful performance!!"” 

“Stunning performance! Thank you so much for sharing this with us!” 
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Graph 3.1 Case#2 Musical Experience Engagement 

  
 

The results have a clear tendency towards being engaged. 

 

Graph 3.2 Case#2 Musical Experience Comfortability 

 
 

The results were slightly more balance towards neutrality but still tilting towards being 

comfortable. 
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Graph 3.3 Case#2 Musical Experience Familiarity 

 
 

The chart shows that most of the students felt unfamiliar with the music that was presented. 
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was kept throughout the piece.". Another sensation or effect worth mentioning is the fact that the 

two persons reported experiencing chills while observing the performance. 

 There were too a vast number of musical moments described as well. The xylophone, the 

melodica, the sandpaper, and the electronics were the most popular instruments among the 

students. Some responses were "...the xylophone at the end ... it felt light to me while everything 

else gave me a feeling of mysteriousness and gave me chills." and "...the sandpaper moments, 

mainly because the sound is so crisp, cutting through the rest of the instruments.". About the 

actions, bowing is prominent, described both as interesting and scary. The brushes and the rubbing 

also appeared regularly. "The dramatic shift from the spectrally rich wall of sound made by the 

bowed metals and melodica, down to a bare sandpaper and drum, was fascinating.". 

 

 There were also some comments about Rebecca's movement through the performance 

space, such as "She moved around the space so smoothly it was very cool." and "...lovely spectacle 

of the choreography which went into the performance of this piece." It is important to note that a 

significant quantity of the responses referred first to Rebecca and then to the action, sound, or 

sensation. It seems that Rebecca's figure as a performer was present throughout the musical 

experience. 

 Lastly, there were some evocative effects on the students. Some of them reported a 

sensation of exploring and adventuring, as well as of being part of a scary movie, an adventure 

game, or a movie that ponders humanity. 

Comments from the students to the performer: 

“Amazing job! Great use of percussion.” 

 

“Awesome layout, love the sound and atmosphere!” 
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“Thank you for such a profound experience! Brava!” 

 

“Extraordinary discipline!” 

 

“I would say that it was amazing but I think the electronics were a little too low because I couldn't catch 

some of the really quiet stuff.” 

 

“How did the bow that rubbed against other surfaces keep its sound? And the same for the accordian, how 

did the pitch change once you put the tube down?” 

 

“I would say "Fantastic performance!! This was amazing to watch and listen to! I'm so curious to know 

what the electronic setup looks like in MAX."” 

 

“Good performance. The piece was atmospheric and creepy. The way different instruments used were 

creative.” 

 

“What an interesting and organic experience! Thank you for your contributions!” 

 

Graph 4.1 Case#3 Musical Experience Engagement 

  
 

The results prove that even though this was a long piece, the engagement was present for most of 

the piece. 
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Graph 4.2 Case#3 Musical Experience Comfortability 

 

  
On the other hand, it seems that the subject's experience sited just above the dividing line between 

comfortable and uncomfortable. 

 

Graph 4.3 Case#3 Musical Experience Familiarity 

  
The experience of familiarity was quite divided, slightly balancing to unfamiliarity. 
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Case #4 (Eight (8) Responses): 

"It was like watching a narrative or a story of some kind." 

"Such moving vocals, accompanied by higher bass playing, and then a serious echo in a strong 

articulated voice on the A and E strings." 

 

 The results over case #4 feel contrasting, but it is evident that they are actually positive. 

The polarization comes because there is a clear difference between the student's responses to the 

composition and the performers. The composition had some evocative reactions such as "It was 

like watching a movie almost- I do not know what happened, but there were different locations 

and prompts kind of so it felt like a story.". Nevertheless, it also was described as weird and bizarre 

"I felt weirded out since it definitely is music that I have never heard.". It seems that the five short 

movements were difficult to follow, but that does not necessarily mean that those impressions were 

negative, as shown by the following statement: "I liked how bizarre the texts felt. Even with her 

explanation video, they just still felt bizarre.". There were also two favorite movements, The 

Alpine Peaks and Confession. "I really liked the part where they were at the peaks- she sung the 

high notes so beautifully." and "The confession had the most compelling narrative of the 

movements, so I liked it the best.". 

 Linked to those last comments, we have a unanimous positive perception of the musicians. 

I believe that almost half of the comments refer to Stefanie's exceptional vocal skills and quality. 

There are also several comments about Mathew's excellent bass performance. Statements like "I 

just think her voice is really beautiful." and "I thought it was interesting that the bass player was 

playing so high. I had never seen that." prove the student's appreciation. 

 Other than these responses, not many other comments were made about the musical 

nuances. I could argue this has to do with the short quality of the piece, but it seems that the positive 

was more prominent than those that spoke of confusion and alienation as a general perception. 
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Comments from the students to the performer: 

“I would say that was a fun experience to watch these short texts be performed” 

 

“Love this piece! As a bass player and as a person who left their faith.” 

 

“The singing and playing was so beautiful!” 

 

“Awesome voice! What genre/style of music would this go under? I would love to hear and know more!” 

 

“Great performance. The pieces are indeed short and simple. But they sounded strange and weird.” 

 

“Are you fluent in German? (I'm assuming this piece was in German)” 

 

“I would say "Awesome performance!! This was so thought-provoking and lovely to watch!!"” 

 

“Thank you for such an interesting performance! It was a pleasure to listen to you play and sing!” 

 

 

Graph 5.1 Case#4 Musical Experience Engagement 

 
  

The results show a clear tendency towards engagement during the performance. 
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Graph 5.2 Case#4 Musical Experience Comfortability 

 
 

Also, it seems that, on average, the students felt pretty much comfortable. 

 

Graph 5.3 Case#4 Musical Experience Familiarity 

  
The students mainly felt unfamiliar with the repertoire. 
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2.4 Conclusions: 

 I understand from these results that even though we may assume that most of the contextual 

factors surrounding each individual were unique, the responses were in general compatible with 

each other. Many of the students used similar words to describe specific passages. They had similar 

sensations linked to each other's experience, even though not everyone focused on the same 

musical or extra-musical materials, except for climatic points. This phenomenon could speak about 

the essence of each of the musical performances. That musical experience may not be as subjective 

and elusive as it may appear, which at the same time may leads us into thinking that we could find 

ways to share music more intimately by being mindful of specific concrete and manageable factors. 

The factor that proved to make the most difference between individuals was the nature of their 

engagement with music. When students reported having a closer relation to the instrument or the 

musical genre, the nature of their statements tended to differ from the group distinctively. This 

could be clearly observed in the students that had previously played the instruments with which 

the pieces were performed. Also, it is essential to note that in the pieces that had a more evocative 

nature, the students linked the performances to places or scenarios closer to them. Two students 

related a particular scale to two different cultures, but again, with similarly reported sensations. 

Lastly, the emotional descriptions and sensations were reported with a high level of similarity 

between the students; These reiterations could lead us to think that there is a direct correlation 

between the nature and quality of Musical Self-disclosure and the audience’s Musical Experience, 

that would be directly related to Musical Self-disclosure’s capability to promote the occurrence of 

Intimate Musical Interactions. I could also notice clear coincidences between my video and 

interview analysis of the pieces and the student’s responses. I believe this partially points into 
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validating the proposals I made about the direct connection between the IMIs that happen during 

the different stages and participants of the creation of a Musical Experience. 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 



 

49 

 

Part III 

"The Fake Trial of Juan Ley" 

Creative Project 

 

 During the winter of 2021, I developed a short operatic scene for two characters names 

"The Fake Trial of Juan Ley. I composed this work in the 206 Seminar (Opera – Music Theater 

Workshop) in UCSD facilitated by professors Anthony Davis and Susan Narucki. 

 I based this composition on the actual case of Lieutenant General, Julian Leyzaola, the 

former Chief of Public Security of Tijuana, and Ciudad Juarez, in Baja California and Chihuahua, 

respectively. He is recognized as the person who was able to stop the wave of violence for which 

the drug cartels were responsible between 2009 and 2011 in Tijuana. He continued to hold similar 

positions until the last of several attempts on his life resulted in a subsequent leg paralysis. Since 

then he had tried multiple times to become Tijuana's Major. For the 2021 elections, he was one of 

the favorite candidates before the campaigns. However, an apprehension order was made on his 

name for accusations of torturing a former police officer in 2009. Leyzaola did not surrendered 

himself to justice and became a fugitive for about a year. When I started this project, he was still 

a fugitive, interested in his controversial figure of an official vigilante, being both applauded and 

condemned by public opinion. I started to develop an idea of a fake trial, a trial that I believed was 

never going to happen, because the reasons behind his apprehension order were detonated for 

political-electoral issues. History proved me right because on the 20th of May of 2021, almost 

three weeks before the election, and when he was no longer a threat, the charges were dropped, 

and he was able to be part of the election as a candidate legally. 
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 In my opera scene of "Juan Ley," I developed an argument between the attorney and Juan 

Ley (Julián Leyzaola). The attorney confronted Ley about certain abnormal situations, based on 

Leyzaola's real-life anecdotes as Chief of Public Security in Tijuana. The attorney tries to make 

Ley confess his wrongdoings, but he charismatically avoids getting in trouble, and at the same 

time, justifies his actions. The idea of this opera would be to be performed in Tijuana and that the 

people of Tijuana would act as a jury and give a verdict concerning Ley's actions. I based the music 

in corridos and banda genres, these two being the most associated musical expressions to the drug 

cartels. I used a tuba in the base line, based on the styles of the banda balades,  and a guitar as the 

harmonic component. I based the harmonic sequence on two popular songs, one from each genre, 

and then I composed the melody from the text I had previously constructed. I did this through 

improvisation and slow specification of each of the melodic lines. I studied and used typical 

gestures from these songs, as the sudden stop at the end of the phrases and the long-held notes at 

the beginning of the sections. 

 All of this work was developed using the guidance and comments from the instructors of 

the seminar and the knowledge that I acquired from the special guests that shared their valuable 

knowledge with us during the seminar. At the end, I decided to play both parts, the attorney and 

Ley because it resulted more practical due to the COVID-19 pandemic that made it difficult to 

collaborate in a duet, especially one that was being constructed. I recorded with my computer 

camera and added a virtual background with a court picture in place of the stage. 

 The experience was quite satisfying. I enjoyed composing and acting, two things that I had 

not done in almost a year at that time. I also believe that an operatic form is a powerful tool for 

human expression that can communicate on many different levels. I also believe that it would be 

essential to bet on the creation, production, and performance of new opera made by and for the 
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citizens of a particular community to reflect, learn, and act in our immediate surroundings and 

culture. 

The final result of this project can be accessed through the Supplemental File “Juan Ley 

by Miguel Zazueta.avi”, as presented on the List of Supplemental Files of this Thesis.  
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Appendix 

Performer’s Interview Guideline 

• What draw you to work with this piece? 

• Did you have any prior experience with other music of a similar nature? 

• What was the time laps in which you learned this piece? 

• Do you have any prior engagement with this composer’s music or the composer her/they/himself? 

• Was the composer involved in the process of performing the piece? 

• Were there one or more aspects of the piece that connected with you in a personal way? 

• Do you think these connections related to your performance of the piece?What were some difficulties that 

this piece presented? 

• Did you feel technically and interpretative comfortable while performing the piece? 

• Was there anything that might have made you feel uncomfortable while performing the piece? 

• In the case you collaborated with another musician, did you have any previous experience performing with 

this person? 

• Have you interacted with this person in another context other than music performance?  

• How involved were you in each other’s learning and interpretative process? 

• How was your experience of collaboration with this other performer? 

• What was your impression of the final result? 

• Is there any kind of connection, experience, or impression that you had while learning and performing the 

piece that you could share with the audience in order to invite them and lead them into having the best pos-

sible experience while watching your performance? 

  Example: I really enjoyed working with this piece because…. / This piece makes me feel…./         

 

Student’s Survey 

1. Please watch the next videos with no interruptions and answer the following questions as honestly as possi-

ble.  

2. Please click on the link bellow watch the video introduction for the piece that you are about to experience. 

3. Please watch carefully and with no interruptions the next video. Then respond the following questions. 

4. In a few sentences, can you describe your general experience of watching the performance?  

5. How would you describe the music that you just heard?  

6. Was there any particular musical moment during the performance that stood out for you? If so, can you de-

scribe that moment?  

7. Did you experienced any particular sensation, affect, mood or emotion during the performance? If so, could 

you describe it?  

8. Please, click on the link bellow to rewatch the first part of the performance and answer the following ques-

tions. 

9. Were there any specific moment/s in the first part of the performance that stood out for you? If so, please 

describe it/them.  

10. Please, click on the link bellow to rewatch the last part of the performance and answer the following ques-

tions. 

11. Were there any specific moment/s in the last part of the performance that stood out for you? If so, please 

describe it/them.  

12. Of all the moments that you just described, which one was your favorite and why?  

13. If you had to share a YouTube comment for the performer in response to this video, what would it be?  

14. How much time would you say you were engaged with the performance?  

15. Not Engaged at all 1 – 5 Most of the time 

16. How comfortable would you say you felt during the performance?  

17. Very Uncomfortable 1 – 5 Very Confortable 
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18. Which of the following options would best describe your relationship to music?  

• Music is not important, I barely listen to it. 

• I like music, I listen to it from time to time. 

• I love music, I listen to it all the time. 

• Music is very important for me and I really enjoy singing and/or playing music as a hobby 

• Music is very important for me and I study to play music professionally. 

19. How familiar would you say you are to the kind of music that was performed in the video?  

20. Not Familiar at all 1 – 5 Very Familiar 
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