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Student telematics

• Student telematic performances

• Improvised and electronic music courses

• [documentation]

• Five Colleges, Inc

• Amherst and Hampshire colleges (2010)

• Technology and pedagogy

https://www.amherst.edu/offices/it/projects/faculty_project_showcase/trans-circuits
https://www.amherst.edu/offices/it/projects/faculty_project_showcase/trans-circuits




Internet initiatives
at Amherst College and beyond

• “Global Classroom Project”

• Corporate teleconferencing

• Online education

• MOOCs, online courses, hybrid courses

• How does networked musical performance relate to 
these other contexts? 



McGill University
Centre for the Critical Study

of Improvisation/ICASP McGill

• Telematics as a means to link project student researchers across numerous 
campuses.

• Telematics as a means to build community, and to theorize about how 
community is formed in improvisatory encounters.

• Telematic meetings as the “telos” of a term or year.

http://www.improvcommunity.ca/
http://www.improvcommunity.ca/


Context for our discussion of pedagogy, improvisation, 
and networked performance

• March-April 2013 project involving graduate students 
from McGill and undergraduate students from Amherst 
College 



In what ways can networked performance enrich 
undergraduate music curricula?

• Encourage students to think about the importance of sound, body, and 
gesture in collective improvisation (and performance more broadly). 
Telematics bring a heightened awareness to the fundamental role of these 
parameters in performance.

• By extending the “space” of performance telematics invite a more general 
enquiry into the role of space in varied performance settings, including 
traditional co-located performance. 

• Multi-disciplinarity: telematics is inherently multi-disciplinary and relates to 
the usually discrete “tracks” of technology, composition, performance, and 
analysis.

• Expose students to diverse styles of performance and pedagogy by 
extending their experiences beyond their daily program and community.



How does networked performance challenge and/or 
extend traditional music curricula?

• It requires the determination of all aspects of performance--aural and visual.  
All discrete elements of performance require attentive construction, through 
which assumptions and values may be challenged or re/affirmed.  None are 
predetermined, as with most co-located performance.

• It is particularly suited to students pursuing inter- or multi-disciplinary 
curricula.  For example, double majors in Music and Computer Science.

• It broadens the possibilities for student participation in faculty research.

• Music theory in particular has been grappling with the multiple ways musical 
meaning is mediated (sonically, technologically, visually, performatively, and so 
on), and how this should impact pedagogy.  Networked performances are 
perfect, and obvious, examples of the multiple modes of mediation, and 
students cannot avoid them.



What kinds of technical and aesthetic perspectives 
might networked performance provide for students 
accustomed to traditional, co-located performance?

• Telematics, has the potential to undermine the aesthetic unity of performance, by facilitating 
varied and different audio and video signals being sent and received.  Telematics need not 
always aspire to reproduce the spatial-temporal unity of co-present performance, but can 
be used to “explode the aesthetic object”.

• This entails that all means by which musical and extra-musical information is mediated are 
open to modification, and not all participants need receive the same information, or 
passively receive it at all.  They can mold their own environment, and so, in effect, create 
their own performance.

• Precise use of microphones, video cameras, signal processing (both audio and video) need 
to be considered, not just for their pure “technical” functions and parameters, but for how 
they function as social agents in a collective improvisation. (gestures, expressiveness, 
volume, lighting, “physical” presence, etc can be foregrounded or backgrounded).

• For example, aspects of sound recording and production, and cinema need to be 
considered.  We know from film studies how camera angles and positions can impact both 
the narrative content and expressiveness of a film, and from sound production, how 
microphone placement (among many other factors) can impact the instrument and voice/
corporeal presence and expressiveness.  If these are crucial aspect of musical performance 
in general, and improvised performances in particular, then these parameters must be 
considered, such technical concerns are aesthetic concerns.



How might networked performance
provide new insights into improvisation?

• Telematics allow for the manipulation of all aspects of co-located 
performance that are usually to varying degrees fixed by the environment, 
and that mediate social/interpersonal information, thus forcing students to 
focus on those features of performance that are often “given,” and how they 
may impact on social dynamics.

• It also allows for new ways of fixing social relations, and so students can 
reconsider questions such as: what is it to be the leader of an ensemble, 
how is responsibility  divided in performance?  In general they are faced with 
a new social situation, and a new form of social interaction, and so they must 
face their assumptions about this.

• The total technical set-up can either facilitate or problematize various 
vectors of interactivity, and the assertion of agency that interaction entails.



What new or preexisting forms of institutional support 
are necessary to facilitate networked performance in 

the classroom, rehearsal space, and concert hall?

• Administrative willingness to think about new courses and new musical contexts.

• Equipment and software resources.

• Networking resources.

• Staffing support.

• A dismantling of the often still standing walls separating performance, composition, 
technology and theory.

• Performance and rehearsal facilities with robust technological capabilities.

• Synergy with current trends in academic teleconferencing and online education.

• Re/Thinking the intersection of the academic and corporate.

• Pedagogical, curricular, and budgetary implications.


