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Constança Capdeville was a composer and one of the most prominent figures in 
Contemporary Portuguese Music. She also stands out as the most representative 
example of the music-theatre genre, which saw its most intense period of activity in 
Portugal peak in the 1980’s. Some of Capdeville’s works have also been composed 
within a context of combining electroacoustic music on magnetic tape and 
instrumental music. These different dimensions of her compositions mean 
incorporating a new electronic component, which requires new approaches not only 
as regards the appropriate analytical processes but also the preservation strategies 
necessary to retaining the media.  

The usage of magnetic tapes was very important for Capdeville’s works since, for 
example, inputs from the magnetic tapes or certain actions performed in the scene 
served to provide indications for each moment, so the performer could be guided by 
sound signals. The music, through incorporating an electronic component, 
completely changes the way of making music and, thus, different approaches to 
analysing such kinds of music have correspondingly emerged. Capdeville applied 
new symbols in her graphic scores, creating her own particular language in order to 
conduct performers, even with regard to interactions between the performer and the 
electronic component, particularly in her recourse to magnetic tape. She also left 
handwritten parts with several annotations, explanatory scripts about movements, 
lights and interpretation. All such facets need gathering in conjunction with the 
sound content included in tape recordings in order to build any new performance. 
Those aiming to re-perform the works of Constança Capdeville therefore need to 
understand the meaning of these metadata she herself created. 

New technologies have altered the nature, methodologies and limits of musical 
creation, and due to both different dimensions of this kind of music and the 
“ambiguity” of their material outcomes, the study of the process of composition must 
be applied to the tape, score, composer notes, testimonies and so forth. There is a 
clearly identified need to explore and study this domain; musical analysis has 
sought out some options, nevertheless these still require improvements and 
adaptation to the needs of each case, whence new experiments and new theories 
are required.  

This paper intends to reflect on a methodology appropriate to perceive how we can, 
or cannot, re-perform Capdeville’s music works in the future by preserving not only 
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the magnetic tape media, but also their performance as well as analysing some of 
these works within a musicological context, thus also new strategies of 
documentation are required in order to facilitate the access to future transmissions 
and performances of works involving technology. Both works FE...DE...RI...CO 
(1987) and Silêncio Depois (1990), composed by Capdeville, serve here as our 
case study to better understand our aforementioned purposes. 
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The creative process in musical composition is usually complex, nonlinear and 
elusive. Even in the cases where the composer keeps a trace of its own process, he 
will go, at least in some moments, forward, backward or around his own process 
during the act of composing, he will change, correct, erase, add elements an 
enormous amount of times before considering that the work is finished. As Nicolas 
Donin explains that “each draft, deletion or legible alternative is then interpreted as 
a possible window into both the composer’s mental processes and the variation 
space surrounding each musical element included in the final work.” (Donin, 2012, 
p. 2) For a musicologist, or more specifically, for an analyst, to try to find the traces 
of the creative process directly from the finished musical work is not an easy task. 
And Donin remarks: “In order to analyse composition as a creative act, documents 
drawn from the creative process should not only be considered with respect to the 
final musical product; they should also be viewed as temporary components of a 
cognitive act-in-progress, as they interact within a specific, constantly evolving 
environment.” 

Moreover, in the case of electroacoustic music a set of additional issues are 
present. “Mostly works do not have a visual support or score and when the music as 


