
Discussion 

The categorical analysis pointed out some unexpected results: a greater 

emphasis on "adaptation of non-idiomatic sections" when compared to 

"correction of unplayable sections". This might indicate that composers are 

interested in bringing new ideas to the guitar while performers are concerned 

in making the composers’ ideas idiomatic, whether playable or not. Moreover, 

the high relevance of “communication strategies” and “performer’s 

intervention level” suggests an overall concern with modes and levels of 

understanding and communication involved in the collaboration process. 

This data will inform the next stage of the research, involving a specific case 

study and the construction of multimedia collaboration tools. 
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Collaborative processes involving non-guitarist 

composers and guitarists 

Abstract 

This study discusses composer-

performer collaboration in cases 

involving  composers who do 

not play the instrument they are 

composing for. The aim is to 

characterize the interactive 

process involving non-guitarist 

composers and guitarists, 

focusing on  a specific aspect of 

the composition process: the 

relative amount of importance 

that composers and performers 

give to idiomatic compared with 

playability concerns. Eleven 

semi-structured interviews were 

conducted, between December 

2013 and August 2014, with 

professional musicians: 3 non-

guitarists composers and 8 

guitarists. Categorical analysis 

was undertaken and obtained 

data was organized according to 

recurring terms and subjects.  

Background 

Since Foss’ (1963) first essay on collaborative music-making, the subject 

has attracted the interest of several researchers, such as Östersjö (2008), 

Domenici (2010), Morais (2013) and Ivanovic (2014), who addressed their 

own collaborative experiences, analyzing interaction procedures, 

communication strategies and creative results.  

 

Aim 

This study aims to characterize the interactive process involving non-

guitarist composers and guitarists, i.e., collaborations involving composers 

who do not play the instrument and have to rely on the performer for 

guidance. 

 

Method 

11 semi-structured interviews were conducted, between December 2013 

and August 2014, with professional musicians: 3 non-guitarist composers 

and 8 guitarists. These participants are professors in Brazilian universities 

and have significant experience in collaborative processes. Topics 

addressed in the interviews included: interaction procedures; the 

performer’s role in the collaboration process; composing for guitar as a non-

guitarist composer; describing situations in which collaboration was 

essential; transmitting/learning guitar features. Categorical analysis was 

undertaken and obtained data was organized according to recurring terms 

and subjects. Meaningful categories were classified according to their 

frequency, patterns of joint work and development of discourse. 

 

Results 

A total of twelve categories, with a minimum of 4 participants and with 6 

occurrences or more (see graph 1), were singled out. These included, 

ordered by frequency: 1) adaptation of non-idiomatic sections; 2) 

communication strategies; 3) performer’s intervention level; 4) composition 

for guitar by non-guitarists composers; 5) promoting the creation of new 

works; 6) composer’s receptiveness  for suggestions; 7) 

transmitting/learning guitar features; 8) correction of unplayable sections; 9) 

interaction modalities; 10) later revisions; 11) composition/arrangement 

study by the performer; 12) differences between guitarist composers and 

non-guitarist composers. 
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1.a / Composer’s original (Ronaldo Miranda – Appassionata)  

 

1.b / Performer’s suggestion (Fabio Zanon – published by Orphee Editions).  

 

Fig 1 / Example of composer-performer collaboration. 

Graph 1 / Number of occurrences by category.  

 

Fig 2 / Ongoing composer-performer collaboration. 


