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ICTM Introduction 
 
 
The International Council for Traditional Music is a scholarly organization 
which aims to further the study, practice, documentation, preservation, and 
dissemination of traditional music and dance of all countries. To these ends the 
Council organizes World Conferences, Symposia, and Colloquia, and publishes 
the Yearbook for Traditional Music and the online Bulletin of the ICTM.  

As a non-governmental organization in formal consultative relations with 
UNESCO and by means of its wide international representation and the 
activities of its Study Groups, the International Council for Traditional Music 
acts as a bond among peoples of different cultures and thus contributes to the peace of humankind. 

 

History 

In her capacity as Honourable Secretary of the International (Advisory) Folk Dance Council, Maud Karpeles 
(1885–1976) organized the International Conference on Folk Song and Folk Dance, held at the Belgian Institute 
in London, 22–27 September 1947. Delegates from twenty-eight countries participated, mostly appointed by 
the governments of their respective nations, as well as a UNESCO representative, Vanett Lawler. The 
conference was paid for by a small fund held by the English Folk Dance and Song Society (EFDSS), 
representing profits from the International Folk Dance Conference and Festival held in 1935, an additional 
£100 from the EFDSS itself, and the same amount from an anonymous donor. 

On the afternoon of Monday, 22 September 1947, the Vice Chairman of the conference, Steuart Wilson (1889–
1966), proposed “that an International Folk Music Council be formed”. The motion was carried by a show of 
hands. In the following days, a provisional constitution was adopted, and Officers and an Executive Board 
were appointed for one year.   

 

The Officers were: 

▪ Ralph Vaughan Williams (UK; President) 

▪ Poul Lorenzen (Denmark; Vice President) 

▪ Albert Marinus (Belgium; Vice President) 

▪ W. S. Gwynn Williams (UK; Treasurer) 

▪ Maud Karpeles (UK; Secretary) 

 

The Executive Board consisted of: 

▪ Renato Almeida (Brazil) 

▪ Natko Devčić (Yugoslavia) 

▪ Duncan Emrich (USA) 

▪ Douglas Kennedy (UK) 
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▪ László Lajtha (Hungary) 

▪ Claudie Marcel-Dubois (France) 

▪ Petro Petridis (Greece) 

▪ Ole Mørk Sandvik (Norway) 

▪ Ahmed Adnan Saygun (Turkey) 

▪ Klaus P. Wachsmann (Uganda) 

▪ Louise Witzig (Switzerland) 

 

In the same year, IFMC appointed 140 music and dance experts as correspondents from 35 countries and 
regions. On 13–18 September 1948, the first IFMC conference was held in Basel, and the first Bulletin was 
published. In 1949 the first issue of the Journal of the International Folk Music Council appeared, and the Council 
was one of the founding members of the International Music Council. The Yearbook of the International Folk Music 
Council replaced the Journal in 1969. The name change to the International Council for Traditional Music occurred at 
the 26th World Conference in Seoul on 27 August 1981. The name of the journal then became the Yearbook for 
Traditional Music. 

The first President of the Council was English composer and folk music collector Ralph Vaughan 
Williams (1947–1958), followed by Jaap Kunst (1959–1960), Zoltán Kodály (1961–1967), Willard 
Rhodes (1967–1973), Klaus P. Wachsmann (1973–1977), Poul Rovsing Olsen (1977–1982), Erich Stockmann 
(1982–1997), Anthony Seeger (1997–1999), Krister Malm (1999–2005), Adrienne L. Kaeppler (2005–2013), 
and Salwa El-Shawan Castelo-Branco (2013–2021). 

The first Secretary General of the Council was Maud Karpeles (1947-1963), followed by Robin Band (1963-
1965), Barbara Krader (1965-1966), Felicia Stallman (1966-1967), Christian Ejlers (1967-1968), Connie 
Matthews (1968-1969), Graham George (1969-1981), Dieter Christensen (1981-2001), Anthony Seeger (2001-
2006), Stephen Wild (2006-2011), Svanibor Pettan (2011-2017), and Ursula Hemetek (2017-2021). Among the 
institutions that were host to the Secretariat were the Danish Folklore Archives (Copenhagen, 
Denmark),  Queen's University (Kingston, Canada), Columbia University (New York, USA), UCLA (Los 
Angeles, USA), Australian National University (Canberra, Australia), University of Ljubljana (Ljubljana, 
Slovenia), and University of Music and Performing Arts Vienna (Vienna, Austria).  

Since 2017, the Council has been registered as a non-governmental organization in the Republic of Slovenia.  

 

World Conferences 

ICTM World Conferences have been held since 1948 and are presently biennial. They offer the membership 
and the general public opportunities for exchanges on a broad range of issues. 

Read more about past ICTM World Conferences here. 

The next ICTM World Conference will be hosted by Chulalongkorn University in Bangkok, Thailand in July 
2019. 
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Study Groups 

ICTM Study Groups are formed by ICTM members sharing a common area of scholarly study. They 
periodically meet at Study Group Symposia. 

Currently there are 22 active ICTM Study Groups, with foci on African Musics; Applied 
Ethnomusicology; Audiovisual Ethnomusicology; Ethnochoreology; Historical Sources of Traditional 
Music; Iconography of the Performing Arts; Maqām; Mediterranean Music Studies; Multipart Music; Music and 
Allied Arts of Greater South Asia; Music and Dance in Southeastern Europe; Music and Dance of 
Oceania; Music and Gender; Music and Minorities; Music Archaeology; Music, Education and Social 
Inclusion; Music in the Arab World; Music of the Turkic-speaking World; Musical Instruments; Musics of East 
Asia; Musics of the Slavic World; and Performing Arts of Southeast Asia. 

 

Colloquia 

Colloquia have been organized by invitation since 1981. These events focus on selected themes, intensively 
discussed by smaller groups of scholars and representatives from related fields. 
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ICTM Study Group on Audiovisual Ethnomusicology 

 
 

 

The study group on audiovisual ethnomusicology investigates the potentials of audiovisual media in a wide 
range of ethnomusicological activities: research, preservation, and dissemination.  

 

1. Research 

Audiovisual recording has already been considered an indispensable tool in fieldwork and many 
ethnomusicologists collect audiovisual footage as a tool for analysis and some produce films for sharing 
research results with colleagues, students and the general audience. The study group will investigate how 
ethnomusicologists have used this media in their research, and how the use of this media has affected and/or 
changed their perceptions of music, the method of data gathering, and the rapport with the people and 
community under study. It will explore the ethics and methodology of using audiovisual media including 
filmmaking and post-production applications. 

 

2. Preservation/invigoration 

Many music and dance traditions are facing extinction due to various reasons. Audiovisual technologies have 
been used to record music and dance traditions all over the world, reflections on philosophical, ethical, 
methodological and technical aspects of such efforts have not been sufficient. The study group will discuss why 
we need to preserve traditions to begin with, what type of preservation has been done and how, what role 
audiovisual media can play to foster, preserve, reinvigorate, or even to revive disappearing or attenuated 
traditions. The group will also seek innovative projects to utilize historical audiovisual documents for the same 
purpose. 

 

3. Dissemination 

The research findings in ethnomusicology have been shared primarily in the form of written text with the 
audiovisual as a supplement or illustration, while the audiovisual media are generally regarded as better equipped 
to record/document music and dance. The study group will identify the major problems of the textual 
representation of music and dance and explore the ways in which audiovisual can be effective as primary media 
to share research findings. 

 

Webpage: https://ictmusic.org/group/audiovisual-ethnomusicology  
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Keynote speaker 
 
 
 
 
 
 
 

 
 
 
 
 
 
 
Catarina Alves Costa holds a PHD in Anthropology from 
Lisbon Nova University and an MA in Visual Anthropology 
from the Granada Centre for Visual Anthropology, Manchester. 
She teaches Visual Culture and Anthropology in Lisbon, 
Portugal, and collaborates with different post-graduation studies 
abroad: Barcelona, Spain, São Paulo University, Brazil and 
Mexico City. She was jury in different ethnographic film and 
cinema festivals. She directs films since 1992, won various 
international prizes and published different works on 
documentary and ethnographic films. Some of her films are 
distributed by Documentary Educational Recourses, DER. 
Recently she coordinates the DVD collection for Portuguese 
Cinemateque around African ethnographic films directed by 
ethnologist Margot Dias. 
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Registration 
 
All participants should register to the venue by June 20, 2018 at: 
 

https://goo.gl/forms/ZV5q7hHWYVxL0zpm1 

 

Conference Program 
 
 
All sessions (except workshops) will take place at the Audiório 1 (second floor) of the Tower B of the 
Faculdade de Ciências Sociais e Humanas (Universidade Nova de Lisboa).  
 
 

Wed 27  

9.30-11.00 Registration: Auditório 1  
11.00-11:30 Opening 
11.30-13.30 1. CHAIR: FILIPPO BONINI BARALDI 

- Asperti, Floriana and Elvio Manuzzi: Music and emotion: multiple audio and video 
recordings as a tool. The case study of the state of sahaj in Sikh community of Odivelas, 
Lisbon 
- Kieser, Sonja: Towards an Ethnographic Film for Embodied Knowledge 
- Roy, Jeff: Queer Interventions in Ethnomusicological Filmmaking 

 lunch 
15.30-17.00 2. CHAIR: IÑIGO SÁNCHEZ 

- Castrillón, Juan: Introducing Sufi 'Music' or Sufi Ways of 'Listening'? Audiovisual 
Arguments in Ethnomusicology 
- D'Amico, Leonardo: Ethno-tourism, Myth and Songs among the Bulang people 
(China) 

 coffee break  
17.30-19.30 3. CHAIR: DARIO RANOCCHIARI 

- Boswall, Karen: A participatory exploration of the transformative powers of women’s 
song in Mozambique 
- Giorgianni, Eugenio: Participatory camera and spiritual encounters in Congolese 
diasporic music-making 
- MacDonald, Michael: The Value of Storytelling: ethnofiction film for urban 
ethnomusicological research 

 dinner  
20.30-22.30 Film session 1 

CHAIR: YVES DEFRANCE 
M. van der Spek, Worth Repeating! 
M. MacDonald, We’re Too Loud 
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Thu 28  
9.00-11.00 Workshops: 

- K. Boswall:  
Lightweight, portable multi-track field 
recording (Room T1) * 
- iNova Medialab: 
Ethnomusicology and Emerging Digital 
Grammars (Room T5) ** 

Film session 2: 
CHAIR: FLORIANA ASPERTI 
- A.Ventura: For whom You Have There 
- R. Nayyar: Ropani 
- A. Duarte & B. Almeida: Folgazões do 
Mogi Abaixo 
 

 coffee break  
11.30-13.00 4. CHAIR: LEONARDO D’AMICO 

- Lopes, Sofia: The RTP Song Contest: An audiovisual fieldwork from the past 
- Thram, Diane:  Postcolonial issues for colonial audiovisual archives: the Hugh Tracey 
Collection and 21st century archival ethics 
- Pinto, João: Television studies without images: the musical context in Portugal 

 lunch 
15.00-17.00 5. CHAIR: JENNIE GUBNER 

- Bofill, Jaime and Michael Brims: Sounds of the Street Vendors, Havana, Cuba: A 
Collaborative Ethnography 
- Bonini Baraldi, Filippo: The ethnologist between images and phantoms. Three stories of 
gypsy science-fiction and their implications for visual anthropology 
- Hikiji, Rose and Jaspers Chalcraft: Soundtrackers - Musicking film with African 
migrant musicians in Brazil 

 coffee break  
17.30-19.30 CHAIR: SALWA EL-SHAWAN CASTELO-BRANCO  

Keynote speaker: Catarina Alves Costa: Visual Anthropology and Ethnomusicology 
- Between Reenactment and Evidence 

 dinner 
20.30-22.30 Film session 3 

CHAIR: DARIO RANOCCHIARI 
I. Clouter, Vicāra ko vinimaya 
J.Belisova, Tazka Dusa (Heavy Heart) 

 
  

*   Registration to the Lightweight, portable field recording workshop:  
 https://goo.gl/forms/EGoncJlVwkTn6VrF3  
 
** Registration to the Ethnomusicology and Emerging Digital Grammars workshop: 
 https://goo.gl/forms/bz1YvIm1vT3a5LEg1 
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Fri 29  
9.00-11.00 6. CHAIR: BENJAMIN HARBERT  

- Berlanga, Miguel Ángel: In the Hypertext and Video Era. Experiences on use of 
audiovisual in research, teaching and writing texts on topics of applied ethnomusicology 
- Bittencourt, Luiza and Daniel Domingues: Virtual Audience: Youtube and the 
Reconfiguration of the Music Industry 
- Mangifesta, Nico: The Meguru Panggul Methodology on the Web 2.0: Characteristics 
of the e-Learning Videos of Balinese Gamelan Music 

 coffee break  
11.30-13.30 Roundtable: J.Gubner, D.Staiti, M.Isolabella, Doing, Discussing, and Teaching 

Audiovisual Ethnomusicology Today 
 lunch 

15.00-17.00 AVE Study Group Meeting 
 coffee break  

17.30-19.30 Film session 4 
CHAIR: DOMENICO STAITI 
- J.C.Ribeiro, Tradition and Encounter 
- H.Curti & A. Pujol, Eolssigu! The sounds of Korea 

 dinner 
20.30-22.30 Film session 5 

CHAIR: EUGENIO GIORGIANNI 
- B.Harbert, Follow Me Down: Portraits of Louisiana Prison Musicians 

 
 

Sat 30  
9.00-11.00 7. CHAIR: JORGE CASTRO RIBEIRO 

- Calvi, Giordano: Video recording black metal narratives: fieldwork challenges 
- Harbert, Benjamin: Expressive Understandings and National Constraints: U.S. 
Music Documentary Film in Socio-Economic Context 
- Villela, Alice: How to film participatory performances? Audiovisual production as 
translation of musical experience 

 coffee break  
11.30-13.30 Film session 6 

CHAIR: MATIAS ISOLABELLA 
- R.Campbell, Estevão: a sensory ethnomusicology of learning 

 lunch 
15.30-17.00 Visit at Museu de Etnologia 
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Abstracts 
 
PANEL 1 – CHAIR: FILIPPO BONINI BARALDI 
 
Floriana Asperti and Elvio Manuzzi (INET-md, Universidade Nova de Lisboa)  
Music and emotion. Multiple audio and video recordings as a tool. The case study of the state od sahaj 
in Sikh community of Odivelas, Lisbon 
Keywords: music, emotion, Sikh, sahaj, multiple recording 
 
The conference reflects on specific questions: “How audio-visual recordings support the research on music 
and emotion?” “Which kind of new perspectives for the analysis audio-visual recordings bring?” 
Throughout fieldwork for my master thesis I worked with Sikh community in Lisbon. I explored a specific 
emotional and mental state, called sahaj, Sikhs achieve through the performance of their sacred music. During 
this state the person experiences a perfect balance in total connection with the divine; he feels extreme bliss 
and peace, with no specific exterior manifestations.  
In order to document this emotional state and its link with music and following M. Clayton’s example, I adopted 
the technique of multiple audio and video recordings during a specific performance and then built the analysis 
with the software EAnalysis. I present here how video cameras and various audio capture points became 
necessary for my research. On one side, they allow to get very near a situation or a person; see repetitive times 
every small details of muscular movements; on the other, the possibility of having more cameras grants the 
privilege to focus the attention on different elements at the same time, and later to compare the material 
synchronized on a single timeline. The presentation not only concerns the relevance of gestures and movements 
in emotional states and how audio-visual medias can detect the relation among gesture, emotion, and music, 
but it reflects also on the possibilities of audio recording and how the various microphones’ positioning can 
have an influence on the research and text/context topics. 
 
Sonja Kieser (University of Vienna) 
Towards an Ethnographic Film for Embodied Knowledge 
Keywords: embodiment, musicking, film, method, epistemology 
 
Scientific knowledge is written philosophical argumentation, can film be a produced treatise about 
embodiment? The collection of audiovisual data is a common method in Ethnomusicology (Blacking, Baily, 
Zemp) but for the dissemination written text is the widespread format. In this paper I discuss how a sensorial 
(Pink 2009) approach to filming and filmmaking (MacDougall 2011) enables the researcher to challenge 
epistemology and alter knowledge production about embodiment. First, filming used as method defines you in 
the field as a craftswoman and enables you to participate as documenter. As active participant you become part 
of the performance and enter in closed spaces. After, watching footage enables your collaborators to be 
immediately part of the research process in a dialogic manner and comment on their performances. Second, 
performing is a corporeal praxis, that is best explained through the body. Dancing or martial arts are learned 
through corporeal imitation and repetition. Therefore, the audiovisual data can be used as learning material, 
and for structural and cultural analysis of performances. After, the cut is an interpretation and becomes as 
treatise a historical source. In my research I focused on traditional musical practices in South Italy and found 
that “music” is (multisensorial) being (Tim Ingold 2011). Preparing the meals and eating are a fundamental part 
of music, as well as listening, chatting and being there, playing, moving and participating in any possible form. 
Therefore, embodiment as a key element of musicking, and the many facets of this corporeal knowledge can 
be expressed through ethnographic film. 
 
Jeff Roy (CNRS) 
Queer Interventions in Ethnomusicological Filmmaking 
Keywords: queer theory, postcolonial feminism, identity, ethnomusicological filmmaking, India 
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This paper centers on several visual ethnographic engagements which took place over the course of six years 
within and around the transgender and hijra (‘third gender’) community in Mumbai, India. In dealing reflexively 
on the author’s positionality as a “foreign photo chela” (student or daughter), this presentation examines the 
role of ethnomusicological filmmaking within the social organization and cultural practices of hijra 
gharanas (families or houses) as it sheds light on—and in some ways facilitates—the community’s own efforts 
to advance their rights across changing political, economic, and cultural landscapes. Drawing from clips of new 
and previous works, this paper examines how perspectives offered by western ethnographers of the queer 
transnational identity trade, such as the author, may clarify and/or distort the representation of identities that 
are articulated through multiple parameters of difference. What aspects of “truth” are left behind when western 
LGBTQ-identified researchers enter and attempt to amplify the voices of “queerly hidden” subjects from the 
ethnically, religiously, linguistically multifaceted and vernacular corners of the community? How can queer 
ethnomusicological filmmaking and other queer ethnographic methodologies provide a critical perspective of–
–and platform for––these communities’ cultural practices while honoring the diversity and multiplicity of 
identity expressions constituted within them? Through reflexive critique, the author proposes de-centering 
ethnomusicological filmmaking from established milieux of authority, in an effort to contextualize imperfect 
participatory performances of its queerly emplaced subjects and scholars. This paper is concluded with some 
pragmatic directions that come out of the critiques highlighted therein. 
 
 
PANEL 2 – CHAIR: IÑIGO SÁNCHEZ 
 
Juan Castrillón (University of Pennsylvania) 
Introducing Sufi “Music” or Sufi Ways of “Listening”? Audiovisual Arguments in Ethnomusicology 
Keywords: audiovisual arguments, Turkish Sufi music, auteur cinema, Istanbul, ethnomusicological films 
 
In the last decades, the preference for how sounding images appear to observational cinemagoers has deeply 
impacted ethnomusicological visual sensibilities. The aesthetic features of observational cinema combined with 
the uniqueness of what is shown on screen have played a major role in determining if these count as academic 
research or informative entertainment. This aesthetic and analytic conjuncture, however, is often challenged when 
events, interlocutors and new audiences establish other dialogic forms that cause the position of 
ethnomusicologists to be reconsidered along with their sensory paradigms. These dialogic forms prompt the 
audiovisual work that ethnomusicologists carry out to consider the aesthetics-analytics’ relation under different 
configurations. Consequently, the ways in which image, sound, repetition, and motion relate to one another 
become modified, as well as the strategies ethnomusicologists develop to authorize the representations about 
the realities they study. Then, if the aesthetic-analytic conjuncture becomes modified, how we should analyze films 
authored by ethnomusicologists and discuss the deliberate ways through which these films represent their 
assumptions? Analyzing three audiovisual works that I realized in Colombia and the United States as part of 
ethnographic research of Sufi music in Turkey, I show how different narrative styles and subject positions 
contributed to establishing various modes of dialoguing with Turkish and non-Turkish audiences. I suggest that 
the development of authorship forms and argumentation styles in films authored by ethnomusicologists, when 
they are treated as audiovisual essays, rather than considering them supplementary documents, provide relevant 
arguments to value film as part of analytic thinking in ethnomusicology. 
 
Leonardo D’Amico (Yunnan University) 
Ethno-tourism, Myth and Songs among the Bulang people (China). 
 
My presentation will deal with a fieldwork conducted with the Chinese anthropologist Zhang Hai of Yunnan 
University, related to a community-based research project among Bulang ethnic group of Man Xi village in 
Yunnan, Southern China. One of the aspects highlighted in my research film is the significant role played by 
ethnic tourism, mass media and government policy to strengthen ethnic identity through the promotion of 
ethnic cultures, arts, performances, and festivals; but the other side of the coin is that the commodification and 
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marketing of musical heritage may led to representing traditional performance practices as new forms of 
exoticism. This audiovisual presentation will also examine a collaborative approach oriented to highlight the 
correlation between Bulang mythology and music, how we can use filmed performances as audiovisual 
documents for the creation of a song database, and how to encourage wider social community to recognize 
their importance as a unique segment of intangible cultural heritage. 
 
 
PANEL 3 – CHAIR: DARIO RANOCCHIARI 
 
Karen Boswall (University of Sussex) 
A participatory exploration of the transformative powers of women’s song in Mozambique 
Keywords: Mozambique, Niassa, song, early marriage, girls & women 
 
This paper explores the use of hybrid participatory methodologies to draw on the affective power of music and 
the expanding possibilities of multi-media narrative forms to produce new and effective ways for diverse voices, 
stories and perspectives on gender (in)equality in Mozambique to be heard, shared and discussed. Over a two-
year period, young musicians, writers and film-makers in the northern Mozambican province of Niassa have 
been supported to conduct research into the songs used during the traditional education of young Mozambicans 
living in and around the provincial capital Lichinga. Here, children and adults have been educated and their 
social beliefs and values reinforced through song for generations and this has been reflected in the regions 
popular music. Drawing on Rouchian methodological frameworks (Rouch & Feld, 2003), questions of voice, 
both through speech and first hand testimony (Minh-ha,1991), and voice that goes beyond speech; through 
gesture and silence (Jackson, 2012), collaborative (self)-representation or the 'third voce’ (Kaminsky, 1992), and 
Arjun Appadurai’s ‘capacity to aspire’ (Appadurai, 2004) the researcher examines the strengths and weaknesses 
of the participatory methodologies adopted and the challenges these present in the field as she supports young 
Mozambican men and women embark on their own creative journeys to harness the power of song and 
contribute to the national debate around early marriage, girls’ education and women’s’ rights. 
 
Eugenio Giorgianni (Royal Holloway, University of London) 
Participatory camera and spiritual encounters in Congolese diasporic music-making 
Keywords: collaborative filmmaking, spirituality and music, ciné-trance, Congolese diasporic music, anthropology of performance. 
 
In my Ph.D. research, I apply participative cinematic practices (music video clips, promotional material, 
ethnographic documentaries) to explore the spiritual dimension of Congolese popular music composed and 
performed in the European diaspora, elaborating from the concept of ciné-trance coined by Jean Rouch (Feld, 
2003). 
The ethnographic material derives from fieldwork within Congolese Catholic community in Rome, Italy, and 
in the circuit of ‘conscious’ Congolese music in London, UK. The case studies refer to musical expressions in 
which the interpreters establish a direct relationship with the supernatural (the ancestors, or the various divine 
Catholic entities) while being filmed, being the camera part of the transcendent process. The settings vary from 
Catholic liturgical context to African Christian music pieces and other popular songs addressing Congolese and 
international music market and audience. The nexus between spirituality, music and the camera is seen against 
the sociocultural value of music as a vehicle for political demands, identity claims and community affiliation. 
The collaborative use of camera in ethnomusicological context introduces an additional element of reflexivity 
within fieldwork relationships at the same time that it virtually puts the subjects in contact with a broader 
audience than their usual personal networks. Hence, audiovisual media intensify the potential of creative self-
expression between the subjects of the anthropological dialogue, eliciting and amplifying further cultural 
communication – both textual and non-verbal. Collaborative filmmaking sheds light on the emotional and 
corporeal texture of music creation and reproduction, revealing cultural and experiential contents beyond 
instrumental and vocal articulations. 
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Michael MacDonald (MacEwan University) 
The Value of Storytelling: ethnofiction film for urban ethnomusicological research  
Keywords: ethnographic fiction, Jean Rouch, urban ethnomusicology, popular music studies, existential ethnomusicology 
 
In Picturing Culture (2000) visual anthropologist Jay Ruby pointed out that Writing Culture (1986), the text 
that came to define contemporary ethnographic practice, made no reference to ethnographic filmmaking. The 
2015 reboot, Writing Culture and the Life of Anthropology, has continued this omission. One of the 
consequences of this lack is a missed opportunity to engage in a critical evaluation of ethnographic film 
innovations. This is especially true for a methodological innovation like ethnographic fiction. Introduced by 
Jean Rouch in the 1950s, ethnographic fiction had a significant impact on the French New Wave, as is widely 
discussed in film circles, but its impact on anthropology has been little discussed. No debate at any scale has 
occurred and the consequences of this have meant that ethnographic fiction is more often treated outside of 
ethnographic studies. But as ethnomusicological study follows anthropology’s reorientation to the study of 
urban popular cultures, ethnographic fiction offers an opportunity to engage in ethnographically rich fiction 
film production with media savvy research partners. Working with musicians to produce a fiction film about 
their music culture is much easier to explain than ethnography and much more revealing of existential themes 
than the observational documentary. The downside perhaps is that it requires knowledge of more advanced 
filmmaking techniques and a very strict grounding in ethnographic practice in order to not get swept away into 
Hollywood tropes. This paper will contextualize Rouch’s approach to ethnographic fiction before discussing 
its application to ethnomusicology through a detailed analysis of two original ethnographic film projects. The 
goal of this discussion is to illustrate both the methods for ethnographic fiction film but also the unique forms 
of existential research outcomes that emerge from this method. 
 
Dario Ranocchiari (Universidad de Granada) 
Co-utility and transmodality: two concepts for improving shared research practices on music 
 
Keywords: participatory methodology, visual ethnography, shared research practices, ethnomusicology 
 
The concepts of co-utility and transmodality has been proposed as possible basic principles for producing 
research outcomes in participatory ethnography. In few words, ‘co-utility’ refers to the effort of conciliating the 
priorities of both academic and non-academic subjects of research when producing the research outcomes. 
While ‘transmodality’ refers to the necessity of elaborating research products that can transcend the 
conventional modalities of academic knowledge transmission (e.g. written scientific papers, essays and books).  
In this paper, I will discuss and problematize these concepts, applying them to the production of different 
possible audiovisual outcomes of shared research experiences in music. 
 
 
FILM SESSION 1 – CHAIR: YVES DEFRANCE 
 
Miranda van der Spek (Mirandas film) 
Worth Repeating! (28’) 
 
Worth repeating is a film about the music of the Ouldémé people in the North of Cameroon and the relation with 
daily life, espcecially the production of millet. Music which expresses their worldview: the unity of man and 
nature, the cyclical thinking and the importance of the group above the individual.  
One of the characteristic of the Ouldémé music is the endless repetition of the polyphonic melodies, which are 
mainly played on flutes and trumpets of natural materials like reed, bamboo, wood and horns. At each stage of 
the agricultural cycle, there are different instruments and specific structured melodies played.  
The idea of the interconnectedness of the music with the agricultural life and the world view is reinforced by 
building the film as a cycle and an organic whole. Camera work and editing emphasize this congruency. The 
camerawork is sober, mostly filmed on a tripod, with a lot of close ups, slow filming. The editing is based on 
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rhythm, not only in music, but also following the rhythm in the nature, the daily activities and movements of 
people. As a whole the film is a musical composition in itself. 
 
Michael MacDonald (MacEwan University) 
We’re Too Loud (54’) 
 
Filmed with 1950s era 16mm lenses on a digital cinema camera, We’re Too Loud is a stylish ethnographic film 
about a second-generation rock musician struggling to maintain a “hippie” way of life on a small northwest 
coast Canadian island. Informed both by Christopher Small’s notion of musicking and the emergent theory of 
ecomusicology, this film poses existential questions about musical creativity embedded within ecology. Each 
act is introduced by a quote from Wendell Berry’s The Art of the Commonplace (2002) to highlight the conflict that 
unfolds over the film’s 54minutes. Breagan Smith’s family moved to Hornby Island, British Columbia, Canada 
along with many “back to the landers” in the 1970s. This migration of hippie youth settled, built communities, 
raised families, and developed an ecologically sound way of living. But now, as baby boomers retire, many of 
their generation move to the island, making it too expensive for many young locals who are forced to leave the 
island for larger towns or cities. After almost a decade living away, Breagan moved back to Hornby to return 
to his roots. The film begins a few years into his return where we meet Breagan and a small group of local 
musicians eager to maintain an ecological way of life. But soon after a show his hopes for a summer of concerts 
is dashed by a series of cancellations due to complaints of alcohol use and noise. Is it possible to live as a rock 
and roll artist on an island quickly becoming a retirement community? This film follows Breagan’s struggle to 
maintain a way of life on an island he loves, while it is quickly transformed by gentrification. 
 
 
WORKSHOPS 
 
Karen Boswall (University of Sussex) 
Lightweight, portable multi-track field recording 
 
Have you ever been travelling light in the field, and had to sacrifice making quality multi-track recordings of 
acoustic music because the field mixer, laptop and microphones wouldn’t fit in the backpack? Or are you a 
novice who previously worked with a sound technician and now has to record audio yourself? This workshop 
will give you an opportunity to explore the possibilities of recording quality multi-track audio using simple 
stereo field recorder(s) and portable microphones and stands. Participants will be able to practice good 
microphone placement, experience the difference between mono, stereo and surround sound recording, and 
get some useful tips on making good recordings of acoustic or amplified performances.   Participants can bring 
their own cameras, field recorders, headphones and laptops to the workshop or take part as an observer. The 
editing software used in the workshop will be Adobe Premiere Pro – but this is transferrable to FCP7 or FCPX 
for those who haven’t (yet) made the switch. 
 
Paulo Nuno Vicente, Maria de Sao Jose Corte-Real, Alexandra Urbano, Maria Espírito Santo, 
Giordano Calvi, Sofia Vieira Lopes, Miguel Carvalho, Marco Freitas e Joao Ricardo Pinto 
(Universidade Nova de Lisboa) 
Ethnomusicology and Emerging Digital Grammars 
 
This workshop will address audio-visual and multimedia concepts and technics for ethnomusicology science 
communication. Throughout legacy media grammars (audio, image, video) and emerging technologies (360° 
video, virtual and augmented reality, interactive documentary, binaural sound), this workshop will allow 
participants (maximum 8) to engage with and explore iNOVA Media Lab cutting-edge equipment and know-
how. Besides iNOVA Media Lab professors/researchers, the instructors in this workshop are selected 
participants in a seminar in which pioneering experiences were developed during a very recent semester of 
collaborative academic at NOVA FCSH. 
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FILM SESSION 2 – CHAIR: FLORIANA FRIDA ASPERTI 
 
António Ventura (Universidade de Aveiro) 
For Whom you Have There 
 
The Encomendação das Almas is an annual practice that occurs during the Lent, at midnight, in the streets of 
various villages of the municipality of Idanha-a-Nova. It Began being documented since the 1950’s by various 
ethnographers and folklorists and in 2017 justified a patrimonialization process, in which the municipality, local 
informants, and a large group of idanhenses are active participants. In Penha Garcia, a group of women stops 
in three high places so that their voices can be heard throughout the village. These women believe that by 
singing and praying in unison are guiding their loved ones who are no longer alive, towards heaven where they 
can find eternal peace. This visual ethnography is the result of an investigation that has been under way since 
2014, aiming to understand the importance and impact of this and other manifestations, their protagonists and 
contexts, in the 21st century in Penha Garcia. 
 
Rajat Nayyar (Tallinn University) 
Ropani  
 
In Bihar (India), 'Ropani' is a woman who sows paddy saplings. This ethnographic film by Rajat Nayyar is about 
an intimate encounter with Aaji, who becomes 'Ropani' during monsoon and has worked in the paddy fields 
for 40 years. The research explores the space and music in which she dwells and that which dwells in her. The 
film also shows how Burhwal children learn to socialize and create relationships. Much like what Bambi 
Schieffelin (1990) observed, that by the virtue of their daily participation in events, Burhwal children acquire a 
range of interactional options; that in those events children participate directly as addressees and indirectly as 
observers of others in the negotiation of giving and taking, sharing and refusing; and further that children 
overhear almost everything that goes on since few events are managed privately. 
 
Alexsander Duarte and Bruno Almeida (Universidade de Aveiro) 
Folgazões do Mogi Abaixo. Music and caipiridade in the South of Minas Gerais 
Keywords: audiovisual documentary, ethnomusicology, caipiridade, música raiz, viola caipira. 
 
The use of images from ethnomusicologists’ fieldwork by researchers from other scientific domains is a current 
and relevant topic both for ethnomusicology and other scientific domains such as multimedia communication 
or audiovisual studies (Fernandes, 2014; Oliveira, 2011). This paper is the result of shared research that consists 
of the construction of an audiovisual documentary (within the context of a Masters in Multimedia 
Communication) based on ethnographic material (collected during a PhD thesis in Ethnomusicology). The 
audiovisual work began in 2017 and is still in development. It is an attempt to understand how the two fields 
can intersect to define a strategy of audiovisual communication of ethnographic contents. This strategy 
encompassed all phases of traditional audiovisual production adapting them to the specific needs of 
ethnographic scientific rigor and a project where filming preceded the pre-production process. The 
ethnographic work was carried out between 2009 and 2012 with the objective of understanding the 
protagonisms associated with the música raiz in the region of Sul de Minas, in the Brazilian state of Minas Gerais. 
Música raiz is understood, in this context, as a musical universe that encompasses several "rhythms", "shapes" 
or "styles", such as moda-de-viola, pagode-de-viola, querumana, guara ̂nia, performed by a couple singing in 
duet, accompanied by the viola caipira. The term encompasses the segments caipira and sertaneja music in the 
sense that, for the protagonists, the classifications converge. The whole documentary comprises the elaboration 
of three chapters, each with an approximate duration of eight minutes. As the selection and editing of the 
material is in progress, we propose to showcase the first chapter, which introduces the context, in order to 
approach the various narratives constructed about the meaning of the word "caipira". 
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PANEL 4 – CHAIR: LEONARDO D’AMICO 
 
Sofia Lopes (Universidade Nova de Lisboa) 
The RTP Song Contest: An audiovisual fieldwork from the past 
Keywords: Television, TV Contests, fieldwork, methods, historical research 
 
The RTP Song Contest is the longest television show and music contest in Portugal, held annually by the public 
Portuguese television network since 1964. The main goal of this contest is to choose the Portuguese entry at 
the Eurovision Song Contest, held by European Broadcasting Union since 1956. Both contests reflect the social 
and political anxieties in Europe over the last sixty years. Through these contests pass several narratives about 
Portuguese and European identities, about distance and proximity, about difference and resemblance, about 
tradition and modernity. More than 50 years from its premiere, RTP Song Contest still occupies a prominent 
space in music and television scenes in Portugal, gathering a wide network of musicians, composers, lyricists, 
producers, technicians, and professionals of media and music industries. The contest and its narratives are 
extended over time due to its huge visibility in other media, such as press, radio, internet, social media, and 
recording industry. So, to assert the role of the agents and to analyse the role of RTP Contest as a platform for 
identity narratives we have to expand our field and take into consideration the whole media apparatus that 
gravitates around it. Our methodological tools have to be conceived to cover the diversity of sources of 
information and its different natures. This paper is part of a research work still in course and aims to debate 
the methodological problems and possible solutions of a historical research about an audiovisual fieldwork. 
 
 
Diane Thram (Rhodes University) 
Postcolonial issues for colonial audiovisual archives: the Hugh Tracey Collection and 21st century 
archival ethics 
Keywords: music heritage, av archives, ethics, repatriation, reciprocity 
 
Hugh Tracey is well-known for his sizable collection of musical sound, still images and film recorded 
throughout sub-Saharan Africa over four decades (1930s-70s). Archived in South Africa at the International 
Library of African Music (ILAM), which he founded in 1954, these av recordings and the documentation he 
created have served scholarship of African music in multiple ways. Two recent PhD studies - (Lobley, 2010) of 
the Hugh Tracey Collection’s value to ethnomusicology and (Coetzee, 2014) of his textual traces archived at 
ILAM - demonstrate the stark contrasts in his legacy. Lobley assesses the value of Tracey’s historical recordings 
to ethnomusicology at large without entering into critique of his colonial agenda. Coetzee applies postcolonial 
whiteness theory to his textual traces to elicit the racism embedded in his colonial attitudes. Evidence from 
these two theses is presented to provoke consideration of the many-layered aspects of one collector’s 
contribution to preservation of African music for posterity and ramifications for archival ethics now. I report 
on how ILAM disseminates Tracey’s recordings in the public sphere and, when possible, repatriates them to 
their communities of origin through digital return. As a mandate of post-colonial awareness, this work is 
attempting to establish an ethic of reciprocity in archival and ethnomusicological practice. I argue that giving 
back colonial archives such as Tracey’s to their communities of origin is mandated not only by his legacy, but 
also by the legacy of Ethnomusicology at large. 
 
João Pinto (Universidade Nova de Lisboa) 
Television studies without images: the musical context in Portugal 
Keywords: television studies, music, media, musical production, Portugal. 
 
In 1956, the advent of television in Portugal had an impact on existing music, as well as an important role in 
the origin and dissemination of new sonorities that emerged in the 1950s and 1960s. This fact reveals the 
importance of studying the relationship between music and television, which has been largely centered on 
existing audiovisual archives. However, although television broadcasts in Portugal began in 1956, the actual 
possibility of recording by videotape -by Radiotelevisão Portuguesa (RTP)- would not occur until 1964. This 
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absence of images during the first eight years of emissions is challenging, given that the few motion pictures of 
this period which were made with cinematographic material do not allow for a sufficiently valid archive. The 
study of this period in the Portuguese context, which I define as primordial, challenge the investigative methods 
that are regularly used in television studies. As such, I intend to present a proposal for analysis adopted during 
my PhD research, which takes not the analysis of products, but the modes and models of production in the 
television context as a point of departure. Among other conclusions that I will present, this option revealed 
itself as important to understand the role of television in the dissemination of music in its relationship with the 
different media that formed the media field at the time, and to grasp the role of dictatorial power, present in 
the creation of television contents associated to music. 
 
 
 
 
PANEL 5 – CHAIR: JENNIE GUBNER 
 
Jaime Bofill and Michael Brims (Conservatorio de Música de Puerto Rico) 
Sounds of the Street Vendors, Havana, Cuba: A Collaborative Ethnography 
Keywords: Havana (Cuba), pregón, urban soundscape, audiovisual ethnography, observational film 
 
The documentary “Sounds of Street Vendors” recreates the contemporary urban soundscape of Habana 
through the experience of the street vendors that walk about tirelessly announcing their goods throughout 
different parts of the city.  From peanuts to flowers, knife sharpeners and even cleaning detergents and TV 
antennas each vendor has a signature tune with which he markets his products and alerts his customers.  The 
song of the street vendor in Cuba and Latin America, known as the pregón, is a practice that dates back as far 
the colonial period.  In Cuba, as various scholars have noted (Barnet 1998; Carpentier, 1994; Diaz Ayala, 1988) 
these pregones are often based on rural tunes and popular songs. Although street vending has always been an 
important part of everyday life in Cuba, during the early years of the revolution this type of trade was outlawed 
by the Castro regime. In recent years however thanks to new policies created to stimulate small private 
businesses and due to the economic crisis on the island, street vending has become increasingly popular.  The 
film, an interdisciplinary project between myself an ethnomusicologist and my colleague filmmaker recreates 
the urban soundscape of Habana through the eyes of street vendors who use music as part of one of the most 
fundamental things humans being do on a daily basis: work.  In this presentation we wish to discuss how 
collaborative efforts such as “Street Vendors” pose meaningful questions conducive to a deeper understanding 
of ethnography for both ethnomusicologists and filmmakers. 
 
Filippo Bonini Baraldi 
The ethnologist between images and phantoms. Three stories of gypsy science-fiction and their 
implications for visual anthropology 
Keywords: Gypsies, Romania, Visual anthropology, Cinema, Field research 
 
In a Gypsy village of Romania, the simultaneous presence of  an ethnologist (myself), a film-maker (Tony 
Gatlif) and a cognitivist (Emmanuel Bigand) provoked a rocambolesque confusion of roles and an overthrow 
of film genres such as “documentary”, “fiction” and “scientific image”. In this paper I will expose three field-
research anecdotes that explain how this amalgam occurred. The first story illustrates how my hosts interpreted 
Gatlif’s films as reliable documents of their daily lives, and how they’ve come to believe that I was myself a 
character of these films. The second story is about my documentary on the Gypsy funeral ritual (“Crying for 
the dead”), that my hosts watched as if it was a fiction, evaluating how everyone “played” its part. The third 
story describes how a set of scientific images, obtained by a cognitivist by means of a motion-capture 
experiment with two local musicians, were perceived on the field as a means to access a hidden layer of the 
person. Far from being trivial, these anecdotes illustrate how Gypsies look at different kinds of visual products, 
and reveal a particular way of conceiving of the ontological categories of person, person-image (actor) and 
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person-skeleton (phantom), rooted on a strong ambiguity between “being oneself” and “playing a role”. An 
ambiguity that may fade away in some ephemeral moments, when the “true” (ceces) person manifests. 
 
Rose Satiko Gitirana Hikiji (Universidade de São Paulo) and Jaspers Chalcraft (University of Sussex) 
Soundtrackers - musicking film with African migrant musicians in Brazil 
Keywords: soundtrack, ethnographic film, African migrant musicians, musicking, improvisation 
 
Migrant African musicians are 'musicking' the films we are making about their lives. Beyond passive research 
subjects their creative work shapes our work in distinct ways. 'Musicking', a term coined by Christopher Small, 
amplifies the idea of music-making to include all aspects of music, in which we include filmmaking. In this 
presentation we discuss two different experiences of making collaborative research films with African musicians 
living in São Paulo, Brazil. Their work is both the substance and the soundtrack of our filming, and their 
improvisational methods reflect the creative and social processes behind their musicking. In the short film 
"Tabuluja", Yannick Delass, a singer-songwriter from DRC and São Tomé and Príncipe, improvises a 
soundtrack with voice and "modified" guitar that dialogues with his countryman Shambuyi Wetu's visual and 
oral discourse. Yannick's improvisation is direct, visceral and entirely focused on emphasising Shambuyi's visual 
messages, and supporting the latter's Chiluba/Lingala voice-over for this film about black consciousness. 
Meanwhile, in Lenna Bahule's film portrait, a work in progress with the Mozambican alt-jazz musician, we 
follow the process of her preparation for a major show back in Maputo. Re-engaging with Maputo's musicians 
and her family, she soundtracks her creative reinterpretation of local musical influences and inspirations, whilst 
renegotiating her cultural capital acquired through her success in Brazil. In both cases, Yannick and Lenna's 
soundtracking of their migrant experience - Tabuluja and Nomade - our filming is improvised in the untracked 
spaces of cultural production. 
 
 
FILM SESSION 3 – CHAIR: DARIO RANOCCHIARI 
 
Isobel Clouter (The British Library) 
Vikāra ko vinimaya: Exchange of ideas 
 
This is an observational film documenting the impact of reconnecting audiovisual heritage material in the 
country of origin. Through a case study which follows the journey of a digital copy of archival films and audio 
of Nepali cultural heritage traditions from British Library - C52 Dr Arnold Adriaan Bake South Asian collection 
- to the Music Museum in Nepal, and into the communities whose lives the films documented. Filmed during 
two separate trips in collaboration with the Music Museum. The first trip in 2014 recorded a series of vignettes 
documenting the relevance of cultural heritage traditions in modern Nepalese society (revisiting sites found in 
the archival footage) and observing day to day archival and engagement activities in the MMN and at the 
International Folk Music film festival (hosted by the MMN). The second trip documented the impact of 
returning archival footage of the Shati Ghantu ritual to a community where the ritual was once practiced. It 
explores issues of revitalisation of traditions, ownership of cultural images in the ‘selfie’ generation, the impact 
of modernisation on cultural practices and the importance of access to historic material.  The film illustrates 
the changing roles for archives in the transmission of heritage documents of performance and cultural tradition. 
How direct engagement can act in revitalisation of tradition and therefore allows historic footage to gain further 
use as a means of sustaining traditions. Finally how collaboration between archives can result in greater visibility 
and access for musical traditions from around the world. 
 
Jana Belisová (Institute of Musicology, Slovak Academy of Sciences) 
Ťažká duša / Heavy Hearth 
 
Documentary film Heavy Heart arose as a part of ethnomusicological research Silalo panori / Cold water (2014 – 
2017) of ancient Roma songs. These songs are usually connected with memories and experiences of their 
interpreters. Documentary in a mosaic-like way traces the way of the original Roma music transport to the next 
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generation or also how it ceases to exist under the influence of social changes. Three stories of young people 
from Roma communities serve as certain interludes consisting of materials gained during research trips. Anna 
Michalíková teaches her grandson the old songs, he likes them and the songs are the way for him how to do 
not lose contact with his old mom. On the other hand, Gusto Dunka is endeavoring to force his pubernal son 
Erik to learn Romani songs and guitar play. Erik, however, listens to a rompop, and instead of music he scuffles 
with his friends. Cousins Adrian and Tomas would like to learn to play guitar like Adrian's father Peter. But he 
is in England and cousins have to attend the Art School, where they teach their scales, sheets… 
 
 
PANEL 6 – CHAIR: BENJAMIN HARBERT 
 
Miguel Ángel Berlanga (Universidad de Granada) 
In the Hypertext and Video Era. Experiences on use of audiovisual in research, teaching and writing 
texts on topics of applied ethnomusicology 
Keywords: Audiovisual, sources, papers, blogs, dissemination. 
 
Since 2003 I began to write texts conceived as hypertext, or "enriched text", particularly with audivisual archives. 
For years now, we ethnomusicologists have seen that this procedure in fact adds a plus of novelty and clarity 
to the texts, enabling a better dissemination. More recently, perhaps since 2010, I realized that this is applicable 
not only to dissemination, but also to ethnomusicologycal research: at present, neither of these two activities 
can be done without platforms like YouTube or Vimeo, whose implementation and usability, is a consolidated 
fact. Maybe we ethnomusicologists should conceive the materials to which these platforms give access, as 
something more than "didactic examples" for our written texts or informative blogs. We also should consider 
them as sources themselves, and it may be convenient to discuss more about the exact scope of their use as 
sources. We would probably give a qualitative leap in the way of conceiving dissemination and research. In 
order to argue these ideas, this paper focuses on some personal experiences on the use of videos. First, in their 
role as instruments for dissemination of topics of interest –through blogs and web pages–. Second, in their role 
as sources. For this last, I will refer to some recent experiences in writing articles, in which I have made an 
outstanding use of videos in this double role: as musical examples to which the text refers, and as sources used 
in the course of research. 
 
Luiza Bittencourt and Daniel Domingues (Universidade Federal Fluminense) 
Virtual Audience: Youtube and the Reconfiguration of the Music Industry  
Keywords: Virtual Audience, YouTube, Music Industry 
 
This paper analyzes the role of Youtube in the reconfiguration of the music industry in recent decades. The 
applied methodology consists of a literature review and case studies in order to (a) provide a brief history of 
the use of Youtube; and (b) to discuss the influence of the platform in the reconfiguration of the music industry 
through detailed analysis of five important contributions of Youtube in the music business: (1) the spread of 
video clips; (2) the enhancement of the production of content by ordinary people, amateurs and fans who began 
to produce their own videos to be shared; (3) the interactivity through the use of the Youtube as a social 
network; (4) to listen songs, albums and to organize playlists as a streaming platform; and (5) for the broadcast 
of live concerts. Finally, we intend to analyze the connection between the artist and the audience in each of 
these topics in order to understand how these technological advantages offered by Youtube influence in the 
formation and retention of a virtual audience. 
 
Nico Mangifesta (University of Rome “Tor Vergata”) 
The Meguru Panggul Methodology on the Web 2.0: Characteristics of the e-Learning Videos of 
Balinese Gamelan Music. 
Keywords: Balinese gamelan, meguru panggul, web 2.0, e-learning, didactic tools. 
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The meguru panggul (learning with the mallet) is the traditional method for the transmission of musical knowledge 
on the island of Bali. It consists of teaching the single musical parts through their execution on the instrument 
in face-to-face mode between the teacher and the student. The widespread use of this methodology has enrolled 
the Balinese gamelan music in the field of oral transmission music, although there is also a locally developed 
music notation system. The diffusion and development of information and communication technologies in 
southeast Asian societies has increasingly enabled members of local communities to produce their own self-
narrated cultural videos. A subcategory of the videos produced by Balinese musicians, available on free digital 
platforms such as popular video sharing services (Youtube, Vimeo, etc.), is represented by e-learning videos for 
Balinese gamelan music that reproduce the same teaching approach as meguru panggul methodology. These 
videos, which are in the style of similar tutorials for popular music or other musical traditions, are made for a 
heterogeneous range of motivations that identify a not unique model of social and economic relationships 
between producers and users. But the e-learning videos that use the meguru panggul methodology have in 
common some peculiar technical characteristics regarding the use of the filming point of view (observer / 
teacher / student) and the set-up of the instruments (single / multiple; straight / reverse), which allow coherent 
reflection on specific issues related to the Balinese gamelan learning process through digital media. 
 
 
ROUNDTABLE 
 
Jennie Gubner (Indiana University), Domenico Staiti (Università di Bologna), Matías Isolabella 
(Universidad de Valladolid)  
Doing, Discussing, and Teaching Audiovisual Ethnomusicology Today 
Keywords: Ethnomusicological Filmmaking, Multimodal Ethnography, Teaching Audiovisual Ethnomusicology, Audiovisual 
Publications, Audiovisual conferences 
 
Our first two successful encounters around the topic of audiovisual ethnomusicology, in Valladolid (2014) and 
Ljubljana (2016), have unveiled a rich and diverse field of contemporary musical inquiry. Through this process, 
we have finally been able to learn about what others are doing and to measure the distances between our 
different approaches to, and perspectives on audiovisual research. Looking toward the future, we see this third 
encounter as an opportunity to reflect on some of the discourses and debates that have emerged over the past 
few years with the goal of collaboratively creating some best practices for our sub-discipline. While we celebrate 
the multiplicity of methodological and theoretical orientations represented by the members of our Study Group, 
we believe that in order to better understand each other’s perspectives and advance our field we need to think 
carefully about how we construct spaces and frameworks for critical debate and productive dialogue. In this 
roundtable discussion, the presenters will summarize some contemporary issues related to doing, discussing 
and teaching audiovisual ethnomusicology, and will then open the floor to engage with these topics more 
broadly with our audience. First, we will outline some interesting theoretical debates and points of tension that 
have emerged since our first meeting in 2014. To this end, our focus will not be on defining what is and is not 
audiovisual ethnomusicology but instead how we can develop vocabularies that help us to better articulate and 
communicate our diverse approaches to one another. Second, we will discuss how we might rethink and 
advocate new formats through which we share and promote discussion within and beyond our sub-discipline, 
both in the context of conferences and journals and publications. Lastly, audiovisual ethnomusicology is 
becoming increasingly popular not only among scholars but also between undergraduate, postgraduate and 
doctoral students, with a rising demand for specific courses and workshops. Our third theme will address 
approaches to the teaching of audiovisual ethnomusicology with the purpose of opening a space of discussion 
and debate about methods, orientations, and potential outcomes.  
 
 
FILM SESSION 4 – CHAIR: DOMENICO STAITI 
 
Jorge Castro Ribeiro (Universidade de Aveiro) 
Tradition and Encounters. Singing ‘Os Reis’ in Ovar (43’) 
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The tradition of Singing “os Reis” in Ovar is a multi-localized poetic-musical practice, performed collectively, 
locally, in public and private spaces of the municipality of Ovar during the occasion of the Feast of the Magi (6 
January), in a presentational format. It involves the musical performance of polyphonic original repertoires 
containing soloist, choral and instrumental parts by special groups (called troupes) formed by local people of 
Ovar (self-designated "vareiros"). The songs are directed towards specific individuals or institutions, containing 
messages alluding to Christian subjects inspired by the episodes of the Christmas cycle, namely the visit of the 
Magi Kings. The performance of Troupes de Reis promotes material (food, drinks and money) and symbolic 
(music, poetry, singing, homage and personal recognition) exchanges with its listeners, and contributes to the 
affirmation and permanent redefinition of social roles, being the musical performance the main interface of this 
dialogical relationship. This practice has been documented uninterrupted since the nineteenth century, with 
Troupes de Reis at its center, within which the processes of transmission, the renewal of values and the 
underlying contents take place. An example, among other, is the performance structure of a coded sequence of 
three pieces, designated locally by Greeting, Message and Farewell, which is apprehended and understood 
within the transmission and annual presentation contexts. 
Tradition and Encounter: Singing ‘Os Reis’ in Ovar, was produced within the research project carried out by 
University of Aveiro ethnomusicologists for the inscription of this cultural manifestation in the National 
Intangible Heritage List. 
 
Horacio Curti (Universidade de Aveiro) and Ariadna Pujol 
Eolssigu! (14’)  
Keywords: Applied Ethnomusicology, Audio-visual, exhibiting music, collaborative ethnomusicology, audio-visual ethnomusicology 
 
Facing the challenge of creating an exhibition of Korean Traditional Music for a music museum, the author 
relied on two central elements, Applied Ethnomusicology as approach and way of understanding the whole 
project, and audio-visual materials as means of creating narration beyond the word, helping to build a trans-
disciplinary experience, as part of several complementary paths, for the audience to experience the multiplicities 
of Korean Musical practices. With the practical, rather than academic, objective of presenting, and representing, 
Korean traditional music from a Music Museum to the general public, the authors of the materials (an 
ethnomusicologist and a filmmaker) followed a standard audio-visual protocol that included script, pre-
production, production (in Seoul) and post-production. Of a total of 17 audio-visual pieces differing in their 
nature from ‘poetic’ to educational to promotional, the main piece (of a more ‘poetic’ nature) is presented here. 
All the pieces have a central role on the project and are available online and presented to the visitors on 2 
touchscreen and also through QR codes related to the objects in display and by the same method on the book-
catalogue. This project confirmed, from a practical point of view, the power of audio-visual for 
ethnomusicological narration and its role as a mediator with people beyond the discipline. The contributions 
of the audio-visual materials to the overall project as well as the different ways in which it has played its role on 
it could be presented and debated in the complementary paper. 
 
 
FILM SESSION 5 – CHAIR: EUGENIO GIORGIANNI 
 
Benjamin Harbert (Georgetown University) 
Follow Me Down: Portraits of Louisiana Prison Musicians  
 
Decades ago, folklorists visited Louisiana prisons to collect disappearing work songs. Follow Me Down returns 
to the prisons to ask the question, what is the role of music in prison today? Follow Me Down is a feature-length 
documentary about music in prison. Shot over the course of two years in three Louisiana prisons, the film 
weaves together interview with and performances of extraordinary inmate musicians—some serving life 
sentences, some new commits and one soon to be released. The result plays like a concert film, but instead of 
bright lights and big stages, these musicians rap in okra fields, soothe themselves with R&B in lockdown and 
create gospel harmonies on the yard. With unprecedented access and an insistence on letting the music speak 
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for itself, the film offers an unexpected look at prison life, pushing viewers to reach their own conclusions 
about music, criminality and humanity. The three acts of the documentary offer different perspectives. At 
Angola Prison, older lifers seek redemption through song. Yet, the father of Angola’s gospel scene has lost 
faith in music’s promise. At the Louisiana Correctional Institute for Women, apprehensive newcomers audition 
for the choir. Through these women, we see how music offers hope and community. At Hunt Prison, inmates 
struggle to maintain their music club despite the unpredictability of administrative support and member 
commitments. We travel through these prisons as would inmates. Stories are unresolved and mysteries remain. 
One thing, however, is undeniably clear: the powerful impact of music on those who create it. 
 
 
PANEL 7 – CHAIR: JORGE CASTRO RIBEIRO 
 
Giordano Calvi (Universidade Nova de Lisboa) 
Video recording black metal narratives: fieldwork challenges 
Keywords: Black Metal; Lisbon Black Metal Scene; Music recording in extreme conditions; Black Metal music recording obstacles; 
Narrative videos methodology; 
 
The extreme sonorities and sharp controversies of the black metal musical category, create problems in the 
process of audiovisual documentation of such performance practice. During the last ten years, a number of 
film documentaries appeared such as "Until the light takes us" (Aites, Ewell; 2008) and "Blackhearts" (Falch, 
Akselsen; 2017) focusing the Norwegian black metal scene. The content of those works features mainly the 
history and some details of reception. Focusing on different perspectives, my aim in the narrative video work 
in progress is to concentrate in the music sound and the techniques to accomplish it, discussing aesthetic details 
and reception behaviors. In this paper, I discuss difficulties concerning recording sessions during fieldwork: 
mainly related with lack of space during rehearsals and concerts, recording strategies in crowdie venues, dealing 
with lights and extremely loud sound conditions. The challenges concerning analytical and narrative 
perspectives in the final product will also be considered. My ongoing fieldwork ideas, procedures and some 
successive audiovisual materials will, in this presentation, be discussed to mature insights with colleagues and 
profit from the international environment of this Symposium. 
 
Benjamin Harbert (Georgetown University) 
Expressive Understandings and National Constraints: U.S. Music Documentary Film in Socio-
Economic Context. 
Keywords: documentary, United States, modernism, capital, feminism 
 
In 1974 filmmaker/anthropologist Jean Rouch speculated: “I must mention the importance that sync filming 
will have in the field of ethnomusicology.” Researchers do use video. But decades after Rouch’s prediction, 
films are still not understood as doing cinematic theory. Documentary filmmakers outside of our discipline, 
however, have been making films about music for a half-century. This talk will present examples of films that 
offer expressive critical understandings of music in a variety of ways. In so doing, we can begin to imagine how 
we might produce, edit, and watch films from an ethnomusicological point of view. Reconsidering Albert and 
David Maysles’s Gimme Shelter, Jill Godmilow’s Antonia: A Portrait of the Woman, Shirley Clarke’s Ornette: 
Made in America, D.A. Pennebaker’s and Chris Hegedus’s Depeche Mode: 101, and Jem Cohen’s and 
Fugazi’s Instrument, I will propose tools that can help build a foundation for the study and practice of “cine ́-
ethnomusicology” and address some of the disciplinary obstacles that prevent ethnomusicologists from 
producing ethnomusicological films. Building an international cine ́-ethnomusicology from these five 
documentary films should take care to acknowledge their origins. The final portion of the paper will 
contextualize these filmmakers’ approaches within a sketch of US music film history. Doing so will reveal how 
critiques of capital from within the marketplace, American modernism, as well as feminism have contributed 
to certain approaches within the field of documentary film and, by extension, the arguments that develop in 
expressive cinematic understandings of music. 
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Alice Villela (Universidade de São Paulo) 
How to film participatory performances? Audiovisual production as translation of musical experience 
Keywords: audiovisual, translation, musical performance, experience, Brazil. 
 
The goal of this paper is to discuss issues involved in the filming of festivals, celebrations and popular Brazilian 
rituals, where the music making is produced collectively in practices that were defined by Turino (2008) as 
“participatory music”, in which there is no distinction between musicians and audience. By making music 
together, the participants take part in intense, non-verbal social interactions that often reach a climax, a 
collective trance, and in which the performance reaches an intensity that makes a big impression on the 
experience of the participants, an experience that is difficult to translate into words. How can one translate the 
experience connected to making collective and ritualized music using audiovisual language? Using practical 
examples from the filming of festivals, rituals and celebrations for a television series about musical instruments 
and popular Brazilian manifestations, we attempt to reflect on the potential of audiovisual production as a tool 
for translation. We understand the translation between a musical performance and an audiovisual narrative as 
a translation between different languages which, from the perspective of Plaza (2013), is considered to be work 
of an aesthetic nature, analogous to creative work, which brings this practice closer to the artistic field and 
poses a dialogue between anthropology and the cinema. 
 
 
FILM SESSION 6 – CHAIR: MATÍAS ISOLABELLA 
 
Robbie Campbell (SOAS) 
Estevão: A sensory ethnomusicology of learning 
Keywords: sensory-perceptual, dyslexia, neurodiversity, Chopi timbila, audiovisual methods 
 
Chopi timbila xylophone music is a unique and endangered tradition, recognised by UNESCO as a masterpiece 
of Intangible Cultural Heritage. Although a body of research describes many aspects of timbila culture, the 
holistic and informal processes of oral transmission that critically influence the genre’s continued identity are 
little investigated or documented. Recorded over six months at the home of master Chopi timbila xylophone 
maker Estevão in rural Zavala, Moçambique, this film documents the learning processes of his extended family 
within the environment of traditional instrument fabrication and performance. Virtually unrestricted in their 
play and osmotic learning, infants, children and teenagers join adults in inhabiting the musical space. Immersed 
in its textural culture, they collectively embody the visual, auditory, and material sensory landscape. The film is 
consequently realised as an unbroken sequence of individual ‘scene-experiences’, all observed in intimate 
sensory detail: working with timbila materials and tools; children’s musical and non-musical imitation and play; 
processes of learning the music itself; and the surrounding natural environment. Presented not only as a sensory 
ethnographic impression of indigenous musical culture, but also as an expression of my own dyslexic 
preferences (and originally designed as a non-linear immersive installation), this film acts as an invitation for 
specialists from multiple cognitive, educational and therapeutic disciplines to engage with the central themes of 
my on-going PhD research: the relationships between euro-centric constructs of developmental learning 
difficulties (such as dyslexia) and informal and sensory-based music learning processes. 
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Conference Venue 
 
The 2nd Symposium of the ICTM Study Group in Audiovisual Ethnomusicology will take place at Universidade 
Nova de Lisboa: Faculdade de Ciências Sociais e Humanas, Av. de Berna 26-C, 1069-061 Lisboa. The NOVA 
FCSH Campus is located in central Lisbon between Campo Pequeno Square and the Calouste Gulbenkian 
Foundation. 

How to arrive 

The campus is served by three underground stations at 5 minute walks: 

• Saldanha takes you directly to the Airport (20 min) and to Oriente railway and intercity bus stations 
(15 min), located at Parque das Nações city area (red line). 

• São Sebastião takes you directly to the old city centre (Baixa-Chiado), to the intercity bus station at 
Sete Rios / Jardim Zoológico (blue line), as well as to the Airport and to Oriente railway station (red 
line). 

• Campo Pequeno takes you directly to the intercity bus station at Campo Grande (yellow line). 

The campus is also a 5 minute walk from Entrecampos railway station, that takes you directly to Sintra 
(UNESCO World Heritage site), to Lisbon's Parque das Nações (former Expo 98) city area, and to Oriente 
railway station. The all area surrounding the campus is crossed by several city bus lines (check 
http://www.carris.pt for route details). 

There is free wifi access across the FCSH/NOVA campus 
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Museu Nacional de Etnologia 
 
On Saturday 30 we will be visiting the National Museum of Ethnology. 
   
The National Museum of Ethnology cannot be disconnected from the history of Portuguese anthropology. In 
it, it has been projected a fundamental dimension of the work carried out by the country’s pioneers in that field. 
From the Centre of Ethnology Studies, that Jorge Dias directs since 1947, he and those who will work with 
him in the subsequent years (Margot Dias, Ernesto Veiga de Oliveira, Fernando Galhano e Benjamim Pereira, 
among others), start an extensive research on the tangible culture that, years later, would be also gathered to 
form the museum’s collections. 
 
The National Museum of Ethnology’s estate consists of around 40.000 objects, collected in several parts of the 
world, although the most representative collections are the ones from Portugal – both continental and insular 
– and those from the former colonies. These objects were mostly obtained through missions organised by the 
museum itself, or by its request. In several cases, they were also bought to private collectors or were the result 
of private people donations, or public or private entities ones. 
 
Since January 2013, the museum presents its permanent exhibition “The museum, many things”. It is built 
around seven different sets of objects, that may change in time: The Balinese shadow theatre; Dolls from 
Southwest Angola; Pot lids with sayings from Cabinda; Portuguese folk music instruments; The tally from Rio 
de Onor (set dedicated to an object); Masks and puppets from Mali; and The sculptures of Franklim (set 
dedicated to an author). These result from collections that were studied due to an intensive internship program 
that the museum has been incentivizing. In addition, in the exhibition, we not only remember the museum’s 
main protagonists, who, since its origin, set its guidelines and crossed their paths, but also its researchers and 
collectors. 
 
Meeting point 
 
The meeting point will be at the entrance of the Museum at 15:30h  
 
 
How to arrive 
 
The National Museum of Ethnology is located in 
the neighborhood of Restelo, at a walking distance 
from the monumental area of Belem, one of 
Lisbon’s touristic hotspots. 
 
Address: Av. Ilha da Madeira 1400-203 Lisboa  
 
Access 
Bus 28, 714 e 732 (Carris) 
Bus 113, 144 (Lisboa Transportes) 
Tram 15 
Train Cascais Line from Cais de Sodré (Belém 
Station) 
 
http://www.mnetnologia-ipmuseus.pt 
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Accomodation 
 

You will find many accommodation facilities around the campus. The hotels and hostels below are set 
somewhere in between the campus and Saldanha / São Sebastião underground stations that take you directly 
to the airport and to Lisboa Oriente railway station.  

  

Sana Reno Hotel *** 
Av. Duque de Ávila 195/197, Lisboa 
www.sanarenohotel.com/ 
Underground Station: São Sebastião 
  

Hotel Principe Lisboa *** 
Av. Duque d'Avila 201, 1050-082 Lisbon, 
www.principelisboahotel.com/ 
Underground Station: São Sebastião 
  

Hotel Residencial Italia (Hostel) 
Av Visconde Valmor, 67, Lisbon 
www.residencialitalia.com/ 
Underground Station: São Sebastião 
  

Hotel Residencial Canada (Hostel) 
Av. Defensores de Chaves, 35, Lisboa 
www.hotelcanada.pt/ 
Underground Station: Saldanha 

 

Websites such as booking.com or Tripadvisor are useful options to find good accommodation deals.  Lisbon 
has become a very popular tourist destination so we recommend you to book your flights and accommodation 
well in advance.  

 

Where to eat and shop 
 

The campus has a students' restaurant and three cafeterias. Around the campus you will find several and diverse 
restaurants and bars serving well-priced Portuguese and international food. There are also several supermarkets 
and convenience stores in the area. 

You can also eat and shop at Campo Pequeno, Monumental, Atrium, Saldanha and El Corte Inglés Shopping 
Centres (5-15 minute walk from the campus). 
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Moving around Lisbon  
 
Taxis 
Taxis are a good way of getting around. Lisbon taxis are cheap. Taxi fares are calculated on the basis of an initial 
at charge, currently €3.25. If luggage is carried (bigger than 55x35x20cm) a further 1.6€ is charged. The call-out 
is charged at 0.80€.  
From the airport to most locations in central Lisbon should not cost more than €12 plus any baggage and call-
out charges. Meters are displayed in all licensed taxis so the fare should not come as a shock. Tips are voluntary: 
10% is the norm.  

Lisbon local taxis charge 20% more after 10pm and on weekends (using Rate 2 rather than Rate 1). The fare 
outside of the city is calculated on a km basis upon leaving the city limits, about €0.47/km, and any motorway/ 
bridge tolls are paid by the client. When taking a cab, try to enquire about the price to your destination. Save 
your receipt and check if the license plate matches the receipt details. See if the meter is running and rate code 
is correct.  

Taxi apps are now a popular way of getting a taxi and work pretty well. MyTaxi (www.pt.mytaxi.com) and Uber 
(www.uber.com) are available.  

 

Autocoope - Taxis de Lisboa: +351 217 932 756 (http://www.taxislisboa.com/)  

GEOTAXI: +351 218 444 400� 

Taxis 7C: +351 934 959 169 / +351 966 346 030� 

Taxitours + 351 964 120 673 (http://www.taxitours.com.pt/)  

Rádio-táxis de Lisboa: +351 218 119 000� 

 
Metro - Metropolitano de Lisboa  
This is one of the easiest ways to get around Lisbon. Accessible and relatively cheap, the metro has four main 
lines:�Yellow (Rato - Odivelas), Green (Cais-do-Sodré - Telheiras), Blue (Santa Apolónia - Reboleira), and Red 
(S. Sebastião - Aeroporto).  

NB: the stations closest to the conference venue are Campo Pequeno (yellow line), Praça de Espanha (blue 
line) or São  Sebastião (blue and red line).  

 

Ticket  

Before hopping on the metro you must buy an electronic ticket, Viva Viagem, and charge it up (minimum charge 
€5). The card itself costs 50 cents and can be bought at the ticket office or using the vending machines. Upon 
charging the card, keep the receipt as it may be useful if you need to change a damaged card. A ticket exclusively 
for the metro can only be charged up to €20. You can check your card balance using the machines, choosing 
the option ‘carregamento/leitura’.  

Tip: recharge your card with the approximate number of trips in mind, as you get a small bonus each time you 
charge it with more than €5.  
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A single ticket costs €1.30 and is valid for one journey, after validation, throughout the metro.  

A one-day ticket Carris/Metro costs €6.15 and is valid for an unlimited number of journeys throughout the 
Carris and Metro networks for 24 hours after validation.  

 

Hours  

The first trains leave 06:30 from the terminal stations of each line; the last trains leave at 01:00 from the terminal 
stations of each line.  

 

About Lisbon  
 

In 1620, Nicolao d’Oliveira explained that Lisbon, the principal city and head of the Kingdom of Portugal, was 
“more populated than all other cities of Europe”. Oliveira emphasized the “very healthy, mild air” of Lisbon, 
and vividly described the wide variety of goods that arrived in the city from India, Iran, Brazil, Ethiopia or 
Arabia. Only ve years later, in 1625, António Coelho Gasco called Lisbon a “princess”, “imperial lady” and 
“Emporium of commerce”, and also indicated that “all the peoples of the world, even the most remote” 
travelled to Lisbon.  

These words may inspire the visitor to discover the real city that lies behind the imperial rhetoric and 
Eurocentric view of the foreign peoples and goods that arrived to Lisbon, as well as, of course, behind the 
ghostly heritage of the 1755 earthquake, which resulted in the complete reconstruction of “Baixa”, in a new, 
“enlightened” fashion. Lisbon was on the rst true world cities and still is a very cosmopolitan one.  

We invite you to explore World Heritage architectural marvels, the Jerónimos Monastery and Belém Tower, 
with their intricate carvings showcasing all the glory and excitement of the Age of Exploration, and to discover 
the treasures from the East and the West inside the world-class Calouste Gulbenkian Museum, Museu Nacional 
de Arte Antiga, Fundação Oriente, Museu Nacional do Azulejo, or the acclaimed Design Museum 
(MUDE)�and the Berardo Museum of Contemporary Art. The city’s legendary seven hills will also seduce you 
with their characteristic mosaic pavements and dazzling tiled façades, and will reward you with strategically-
placed viewpoints offering breathtaking panoramas over the city after a ride on a charming old tram (don’t miss 
No. 25 and 28)  

You’ll find yourself wandering through colourful 18th-century squares downtown and getting lost in the 
medieval maze of the Alfama district overlooked by an ancient (reconstructed) castle. Follow that with a dive 
into the spectacular Oceanarium and spend your nights indulging in the city’s gastronomic delights, listening to 
the sounds of Fado, or bar-hopping through the cobbled alleys of the shabby-chic Bairro Alto district. You’re 
sure to become mesmerized by Lisbon’s wonderful mix of the old-fashioned and the hip; of the historic and�the 
modern, but you’ll also want to go outside the city to the fairytale town of Sintra and to the cosmopolitan shores 
of Cascais and Estoril.  

 

Business hours  
 

Opening hours for shops and businesses across Portugal are usually 9.30am to 7.30pm, Monday to Saturday. 
Malls close late (11pm or 12am) daily. Cafés tend to open from 8am or 9am until 8pm daily; restaurants 12am- 
3pm and 7-10pm daily; banks 8.30am to 3pm (Monday to Friday); pharmacies 9am to 8pm, Monday to Friday; 
and supermarkets 8.30/9.30am to 8.30/9.00pm daily.  
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Lisbon districts  
 

Baixa: broad squares, 18th-century architecture, patterned pavements, popular cafes  

Bairro Alto & Chiado: vibrant nightlife, picturesque streets, classic and alternative culture, chic shopping, 
restaurants�Belém: the Age of Discovery, grandiose monuments, museums  

Alfama: medieval maze, spectacular views, an imposing castle, the sounds of Fado  

Uptown: masterpieces and museum treasures, shopping malls� 

Parque das Nações: the 21st century by the Tagus; futuristic architecture  

 

Closest metro stations  

• Bairro Alto: Baixa-Chiado (blue and green lines)  
• Cais-do-Sodré: Cais-do-Sodré (green line)  
• Alfama: Santa Apolónia (blue line)� 
• 24 de Julho: Cais-do-Sodré (green line)  
• Parque das Nações: Oriente (red line)� 
• Docas: Tram no. 15, 18; bus no. 28, 714, 727, 732  

 
 

Nightlife  
 

Traditionally, the centre of Lisbon’s nightlife has been the Bairro Alto, with its fado clubs, traditional, canteen- 
style bars, and upscale discos. In the past year, the requali cation of the riverside quarter of Cais-do-Sodré led 
to its rebirth as a nightlife centre – currently the most trendy - with a large spectrum of bars, tascas (traditional 
eating places) and clubs. The bars are often open as late as 2am and the clubs from 4am to 6pm. Much of the 
action also moves onto the Docas (Docks) district, situated just to the east of Ponte 25 de Abril (bridge). But 
don’t rule out other districts such as 24 de Julho, Alfama, Bica, Parque das Nações (Expo).  

10 nightlife possibilities  

• Club Lux (Av. Infante D. Henrique, Armazém A, Cais da Pedra a Sta Apolónia, 1950-376): partly 
owned by John Malkovich, this is hailed as “the city’s most stylish club” for the design, the crowd and 
the music.  

• Club MusicBox (R. Nova do Carvalho 24, 1200-014): in Cais do Sodré, one of the city’s live music 
hotspots, hosting both Portuguese and international artists as well as regular DJ sets (rock, dance, hip-
hop or reggae). Drinks are expensive, but totally worth the atmosphere.  

• Clube Ferroviário (Railway Club - Rua de Santa Apolónia 59-63, 1100-468): near Santa Apolónia train 
station, a club with an amazing view of the Tagus River from the rooftop terrace. The club is spacious 
the downstairs halls have live music and /or DJs playing and the rooftop terrace offers tapas and drinks 
and various entertainment.  

• Bairro Alto bar hop: Lisbon’s lively street party. Check out Majong – usually so crowded most of 
people stand outside in front of it.  

• Docas: located at the old docks next to the ‘Ponte 25 de Abril’ bridge along the river in Alcantara 
between Baixa and Belem, this area is full of trendy cosmopolitan restaurants and bars.  

• Hot Club Portugal (Praça da Alegria, 48): one of the oldest and best jazz clubs in Europe  
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• Chapitô (Costa do Castelo 7, 1149-079): Located near downtown (Rossio), on the hill of the Saint 
George castle, Chapitô offers a breathless panoramic view over Alfama and the river. Drink among 
young artists (Chapitô is divided into bar, restaurant, discotheque, bibliothèque, theater, training 
school) and enjoy the best night-time city views at this restaurant-bar.  

• Incognito (Rua dos Polais de São Bento 37): An established ‘alternative dance bar’, Incógnito offers a 
discerning mix of music from across the indie-rock-dance spectrum. You need to ring the doorbell to 
get in!  

• Senhor Vinho (Rua do Melo a Lapa 18, 1200-723): the city’s best Fado House  
• Solar do Vinho do Porto (R. São Pedro de Alcântara 45, 1250-237 Lisboa): sample the country’s famous 

wine  
• Calouste Gulbenkian Foundation (Av. de Berna 45 A, 1067-001): world-class classical music program  
• Op Art (Doca de Alcantara): One of the most famous night clubs at Docas (music played is mostly 

electro and house), where you can watch the sun rise to the sound of music.  

 

Useful links  
 

Visit Lisbon: http://www.visitlisboa.com/ 

TimeOut Lisbon: http://timeout.sapo.pt/� 

Agenda Cultural de Lisboa: http://agendalx.pt/cgi-bin/iportal_agendalx/  

goLisbon: http://www.golisbon.com/night-life� 

Lisbon Guide: http://www.lisbon-guide.info� 

Turismo de Lisboa: http://www.visitlisboa.com/Home_UK.aspx?lang=en-GB  

 

 

 

 
 

                                    
 




