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Curating Resonances through Creating Relationships No Cure: Curating Musical Practices 

Curating has undergone a relational turn. From putting different artworks in a relation-
ship, curating today consists of creating a large network of relations. But what is the 
nature of these relations, how can curators create good relations, and what role does 
music play within these networks?
These are questions that are familiar to me as I address them as part of my Musikver-
mittlung1 practice and research. Musikvermittlung and curating music are related prac-
tices, and they share similar goals, as they aim at creating, deepening, and expanding 
musical relationships. In my dissertation,2 I investigated how musicians can foster 
musical relationships. In this paper, I place my research in the context of curating stud-
ies and propose a model for curating concerts and music projects. In the first section, I 
explain the concept of Musikvermittlung and clarify my understanding of music before 
discussing the relational turn in curating studies. The second section examines the 
nature of resonant musical relationships and addresses their preconditions based on 
Hartmut Rosa’s3 resonance theory. In the third section, I illustrate my thoughts with a 
concrete example of a concert performance and finally show how resonance theory 
can be applied to the practice of curating with a dynamic model. My contribution is 
intended to encourage curators to reflect on their own practice and to take up sugges-
tions for practice.

Musikvermittlung and Curating Music: Two Sister Disciplines 
Musikvermittlung and Curating Music are sister disciplines. As Chaker and Petri-Preis 
put it, “Central concerns of Musikvermittlung include bringing people into contact 
with one another by means of music, and getting them involved in shared discussions 
and interaction with, through and around music, in short: to instigate social commu-
nication and entice them towards new kinds of music experience.”4 Musikvermittlung 
is understood as an artistic practice5 and as a field of action with multifaceted inter-
faces, among others with dramaturgy and journalism.6 Musikvermittlung always has a 
social reference and is articulated in performative, participative, installative, transdis-
ciplinary, intermedial, and communicative formats, both within institutions and the 
independent scene. As a collaborative practice, Musikvermittlung works with people 
from very different contexts. A key principle of Musikvermittlung is the change of per-
spective. This creates a diversity of perspectives on music and many ways of listening. 
Even if demanded again and again (especially to justify subsidies), Musikvermittlung 
does not pursue the goal of educating about musical taste, generating an audience of 
tomorrow, and thus legitimizing the supremacy of Western classical music, but it 
wants to enable “personal, socially significant aesthetic experiences with music.”7

This requires an examination of the existing tradition. In this respect, Musikvermit-
tlung exercises an affirmative function: it deals with given practices, performance 
methods, and existing norms and structures. At the same time, however, Musikvermit-
tlung changes all these specifications and therefore has a transformative function, too. 
This requires critical self-reflection and discourse with the artistic and strategic leader-
ship of music ensembles and institutions.8 An example of the transformative function 
of Musikvermittlung is the change that the Beethovenfest in Bonn is undergoing. For 
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artistic director Steven Walter, Musikvermittlung does not count as a by-product, but 
is part of the main artistic program. He understands Musikvermittlung as a cross-sec-
tional task of the entire festival.9 

As an interface practice, the action field of Musikvermittlung can be characterized as a 
messy place. In the resonance-oriented Musikvermittlung described here, the focus is 
on cultivating a network of relationships rather than on gaining attention and interpre-
tive authority (Deutungshoheit) which is fought out in an arena, a place of combat. The 
place of resonance-oriented Musikvermittlung, on the other hand, resembles a forum.10 
Such a forum originally arose in Rome in a marshy area, where in the course of the 
centuries very different public buildings were (re-)built in a very confined space. The 
forum as a messy place is used in very different ways: it is a place of exchange, trading, 
pleasure, politics, contemplation, reflection, development, and transformation.

Music as a Relationship Builder 
In such a forum, music itself is considered an actor and relational facilitator (Beziehu-
ngsstifterin). According to Georgina Born’s Mediation Theory,11 music creates diverse 
forms of relations: a) among musicians, b) within communities through musical or 
other identifications, c) in wider collectives, and d) in institutions on which their (re)
production and transformation are founded. According to Georgina Born’s Mediation 
Theory, music is a mutual interaction: it changes and shapes subjects and socialities, 
but music itself is also formed by human practice, discourse, groups, and socio-techni-
cal arrangements. Born conceives music as “an aggregation of sonic, social, corporeal, 
discursive, visual, technological and temporal mediations—a musical assemblage, 
where this is understood as a characteristic constellation of such heterogeneous medi-
ations. In Deleuzian thought an assemblage is defined as a multiplicity made up of het-
erogeneous components, each having a certain autonomy […].”12 In concert situations, 
therefore, a network of relationships is woven. Its quality, according to Christopher 
Small, can only be evaluated situationally and subjectively by the involved participants: 
“Any performance, […] should be judged finally on its success in bringing into exis-
tence for as long as it lasts a set of relationships that those taking part feel to be ideal 
and in enabling those taking part to explore, affirm, and celebrate those relationships. 
Only those taking part will know for sure what is their nature.”13

The resonance-oriented Musikvermittlung described here, though, is not about merely 
affirming certain (supposed) performance traditions; its focus is on exploration. 
Accordingly, Daniel Leech-Wilkinson asks: “What is our problem with innovation, or 
even imagination, in musical performance? Why are we so horrified at giving classical 
music the same licence we give classical theatre? […] Perhaps because we practise 
classical music as Utopia, a perfect society, walled off from the rest of the world, which 
it would be unforgivable to disrupt.”14 It is precisely such a disruption that 
Leech-Wilkinson calls for: a move away from “Doing History in Sound” towards an 
artistic and creative independence of musicians that does not please the gatekeepers 
and the “performance police” but corresponds to a “radical performance” that will 
“turn concert life into something less competitive, less predictable and less routine.”15

Within the musical network of relationships, it is not a matter of preserving and repre-
senting certain traditional values, but rather a personal and creative approach to 
music in which music is contextualized with very different social perspectives. From 
this emerges an individual meaningfulness of music. This practice of mediating corre-
sponds to Brandon Farnsworth’s view “that curating is connotated with a renewed 
emphasis on the relationship between contemporary music and society, and a break in 
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some form with the status quo.”16 Thus, Musikvermittlung and curating music also 
have in common that they both see themselves as rebellious practices. Accordingly, a 
performance is not a representation of works, but a co-construction of the partici-
pants.17 This requires a mediation process, as Farnsworth points out: “The concept of 
mediation is key in that it describes the process of providing context and framing, con-
necting an artistic practice with particular histories, audiences, and places. The trans-
disciplinary and transculturality that define 21st century artistic practice require this 
explicit constitution of connections in order to not be lost in the deluge (of informa-
tion, of ideas, of entertainment).”18 Within this network-based approach, the curator 
has the role of a mediator19 who considers personality a key factor, because it is not 
only about working as efficiently as possible, but about an affective performative prac-
tice.20 At the same time, the mediation and inclusion of different perspectives demand 
ethical curatorial responsibility.21 With the relational turn of curating music, its similar-
ity to resonance-affine Musikvermittlung intensifies. Both disciplines need an open, 
discrimination-sensitive attitude, build networks, give impulses, but also take up ideas 
and concerns of the partners.

Curating as Relationship Work (Beziehungsarbeit) 
Now that I have outlined the similarities between curating music and Musikvermit-
tlung, I will take an in-depth look into the relational turn in the field of curating, refer-
ring to Beatrice von Bismarck22 who emphasizes and concretizes the relational turn of 
curating studies. By “curatoriality,” she refers to the “relational dynamics of the curato-
rial.”23 The curatorial makes art and culture public and is based on a “web of relation-
ships among all human and non-human participants” where the relationships are both 
aesthetic and emotionally affective.24 Changes occur through dynamic relationships 
and new linkages.25 The analysis of the curatorial situation as a structure of relation-
ships makes it possible to examine and reshape “traditional hierarchies, fixations, 
dependencies, privileges and ways of acting.”26 The claim for a transformation towards 
practices and structures that are critical of power and sensitive to justice also shows 
the proximity of curatoriality to Musikvermittlung and follows demands of cultural 
policy and cultural management.27 However, the question arises whether these con-
cerns are not utopian in light of reality. Do von Bismarck’s claims remain wishful think-
ing, or do practical examples exist in the art field in which curatoriality is implemented 
as institutional critical practice (like the mentioned transformation at Beethovenfest 
in Bonn)?

The essence of the curatorial is characterized by three aspects: first, transpository pro-
cesses, from which, second, certain situational and temporary constellations emerge, 
and, third, the dispositif of hospitality on which transposition and the constellation are 
based.28 Transposition means movements, displacements, and entanglements of 
human and non-human actors.29 Through these practices, dynamics and contrary ori-
entations emerge, for example, gathering inwardly and showing outwardly (in public). 
When the transpositions take an open-ended course and unexpected encounters arise, 
new relationships emerge.30 Through transpositions, however, previous relationships 
can be separated or exclusions can take place.31 Von Bismarck calls the dynamic net-
work of relations a constellation.32 Each constellation is characterized by “aesthetic, 
social, political and economic lines of force [Kraftlinien].”33 Hospitality therefore corre-
sponds to a field of tension between reception and exclusion. This contrast already lies 
in the range of meanings of the Latin verb curare, which on the one hand means to 
protect, respect, and support, but on the other hand also includes to determine and 
control.34 The hosts determine who is allowed to be a guest under which conditions 
(which in turn has to do with attributions of identities and status), who receives which 
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resources, how roles and their functions are defined, and how spaces are used.35 Some-
times, being a host is also about improving one’s own status.36 The curatorial therefore 
needs an ethos, which von Bismarck understands as a dynamic principle: “The curato-
rial is not to be understood as an ethical application, but rather as a situational, trans-
formative ethos. In curatorial hospitality lies the potential of a mutual becoming-hos-
pitality [ein gegenseitiges Sich-Zu-Gast-Werden].”37 Who is a guest with whom in which 
role? These questions are decided temporarily in the respective situation. Von Bis-
marck therefore speaks of a “threshold situation that, due to specific freedoms, allows 
the roles and functions of hosting and being hosted to change continuously.”38 These 
negotiation processes are a matter of power. Von Bismarck therefore describes the 
curatorial situation as an arena in which a struggle for attention is fought.39 Crucial to 
the curatorial, according to von Bismarck, is not winning this battle, but the dynamics 
of negotiation, what she calls “interplay in the curatorial.”40 Thus, the curatorial, with 
its relational dynamics, undergoes a change of perspective, because the focus is no lon-
ger on specific aspects (such as exhibits or presentation formats) or individuals (such 
as artists or curators), but on the relationships between the various (non-)human par-
ticipants.41

At this point, it should be remembered that when the battle in the arena of the curato-
rial is about attention, privileged individuals and institutions have a great advantage. 
Other individuals, on the other hand, are not noticed at all. They are silent actors who 
are forgotten in the loud struggle for attention. When von Bismarck uses the image of 
the arena only as a metaphor, she removes the tension from the negotiation process. 
The struggles are named, but to a certain extent they show themselves to be appropri-
ate to the situation and are therefore downplayed. One way to escape this approach 
would be to use the arena not as a mere metaphor but as a method.42 In this way, the 
struggle for attention could be critically investigated, and silent actors and blind spots 
within the curatorial could be uncovered.

Resonance as a Successful Mode of Relationship 
Before this article illustrates the theoretical thoughts on a curatorial practice with a 
practical example from music, the next step is to show how the nature of relationships 
is ideally shaped. Such an ideal case happens only rarely and cannot be conjured up. 
But in the description of ideal, resonant relationships, certain aspects emerge that can 
be fostered. Knowing these aspects leads to a resonance-oriented practice of curating 
music. This is the purpose of the following theoretical deepening. It gives an answer to 
the question: How can relationships in the curatorial be made as successful as possi-
ble? To answer this question, I refer to sociologist Hartmut Rosa’s theory of resonance 
(2016, 2018a, 2018b).43 Before I discuss his resonance theory, I point out that, for Rosa, 
music reveals a certain world relationship and a specific mood. Music, for him, negoti-
ates various relational qualities.44 According to Rosa, instrumental music resembles an 
“experimental field for the appropriation of different patterns of world-relationship.”45 
Music thus offers us humans a playing field for entering into different relational con-
stellations and trying ourselves out in them. For Rosa, however, music is also a “stub-
born material” because it can never be “completely controlled, calculated, and pre-
dicted,” otherwise it becomes “pure routine” or there is a danger of manipulation.46 In 
addition, music has high social relevance. Rosa even finds that without music, society 
would have collapsed long ago.47 48

Resonance in the sense of sociologist Hartmut Rosa49 is not to be understood as a res-
onating feeling, attention, recognition, approval, or harmony, but as a mode of relation-
ship: resonant relationships are reciprocal, vibrating, successful relationships. They are 
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responsive relationships (Antwortbeziehungen), a living dialogue of different voices with 
an open outcome. The designation of this mode of relationship with the term reso-
nance is problematic, because it is neither the physical phenomenon nor a metaphor 
of resonance. Rather, resonance for Rosa means a risky interaction process with an 
open-ended transformation where all participants change. Moreover, when it comes to 
music and art, resonant relationships produce an aesthetic surplus that implies a 
non-understanding. Resonance shows up in concerts as “dynamic, processual events. 
[...] Resonant relationships are established when the spark is ignited, when a collective 
resonance develops between the artists on the one hand and between the artists and 
the audience on the other. [...] In such an experience, a form of self-efficacy can cer-
tainly be experienced [also for the audience], because here it works at least within the 
recipient. Often these two forms of collective resonance develop a reciprocal conta-
gious effect: resonance between the artists is transferred to the audience and vice 
versa.”50

Defining Characteristics of Resonant Relationships 
At the beginning of resonant relationships, there is an interaction between an affection 
and a response in the form of self-efficacy. Affection corresponds to being gripped and 
touched, which is connected with the belief that one’s own enthusiasm and passion is 
connected with something important and that one can affect others with it. Affection, 
then, involves not only enthusiasm but also an inner conviction. Musicians, curators, 
and mediators not only feel like putting on a concert, but they consider their activity to 
be something urgent, necessary, important. Resonant relationships are therefore based 
on sensuality51 on the one hand and meaningfulness on the other.52

The person addressed is not only touched by fascination, or affected as Rosa says, but 
also wants to bring about something in him- or herself. The affected person is trig-
gered, so to speak, and develops an expectation of self-efficacy. This means that he or 
she has the desire and confidence to take on challenges and assume responsibility. 
Self-efficacy, too, is associated with intrinsic interest. The affected person acts out of 
his or her own motivation and classifies his or her actions as important. Sensuality and 
meaningfulness therefore also play an important role here. Intrinsic interest does not 
increase with personal “success or the ‘reward’ for a commitment, but with the experi-
ence of being able to bring about something oneself, to achieve the world. It is not the 
effected results that are decisive, but the experience of the interaction that results in the 
process.”53 So it’s not about being successful on your own, but rather about the quality 
of the interaction. A resonant relationship corresponds to a living dialogue. To con-
ceive resonance not as a mere metaphor but as a mode of relationship, in addition to 
the first two criteria of resonant relationships, namely 1) affection and 2) self-efficacy, 
there is also a need for 3) transformation and 4) uncontrollability.54

Transformation corresponds to a temporary or even lasting change: this can be a 
change of mood, a feeling of aliveness, a changed situation, or even a key biographical 
experience. Transformation cannot be planned, controlled, enhanced, or captured, nor 
can it be disposed of. Since resonant relationships are interactions, the transformation 
affects all those involved. However, for transformation to occur, resonance as a respon-
sive relationship needs a different voice. This different voice results in an irritation and 
thus a dynamic in the relationship structure. Resonance is not a tune-in or an echo but 
depends on a certain dissonance to trigger a transformation. Therefore, dissonance is 
not the opposite of resonance but a constitutive element of it.55 Because of this mix-
ture, resonance-oriented Musikvermittlung overcomes dualistic thinking in dichoto-
mies and locates itself in an intersection of diverging aspects.

Curating Resonances through Creating Relationships No Cure: Curating Musical Practices 
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In the interaction with another, the independent voice involves uncontrollability, 
which is a prerequisite for resonant relationships because “we can only get into reso-
nance with something or someone out there that is insurmountably different from us 
and non-controllable. Therefore, it is not about the ‘nostrification’ of another, and not 
about the reinforcement or affirmation of one’s identity, but about its transforma-
tion.”56 Any transformation needs a certain irritation, therefore “resonance contains 
and, at least at times, requires contradiction, friction, disagreement [...].”57 That is why 
resonance means neither consonance nor harmony. Through an encounter with some-
thing that is different, an unexpected transformation might occur and lead to an expe-
rience of strong resonance.58 59 In the realm of music, this means that a strong, lively 
response relationship to a hitherto unknown or unappreciated music arises, even 
against the previous habitus and field.60 Transformation involves overcoming given 
opinions and practices. Rosa emphasizes that, “Violating the meaning of one’s inter-
pretive horizon can clearly constitute a major experience of resonance! More than this, 
I claim that an element of transgression of this horizon is necessary for resonance to 
happen. Resonance is the result of an encounter with something that is not (entirely) 
captured by my standard interpretive frames.”61 As far as interpretive frames are con-
cerned, resonance is “not a culturally specific, acquired aesthetic sensibility, but the 
most basic, constitutive and essential form of human self-world relations.”62 

However, resonance is uncontrollable.63 The transformation might happen or not. If it 
occurs, it happens in an unexpected way, for the nature of the transformation is unpre-
dictable and open ended. Being affected and experiencing resonance always involve a 
risk and a vulnerability. Therefore, “there is also a danger in transformation: resonance 
is never free of risk.”64 This also applies to the establishment or possible failure of reso-
nant relationships: if nothing comes back from fascination and affection, the relation-
ship is indifferent, or even repulsive. Hartmut Rosa calls the state of relationshipless-
ness alienation. 

Rosa underlines that resonant relationships are connected to power, and therefore an 
ethics of resonance is needed. In his words: 

This is an ethics that tries to let the other be, to preserve its voice, but neverthe-
less seeks to reach out and touch it and let it transform itself: The resonant 
subject does not try to transform the other, but it might try to open routes for 
self-transformation for the other. In this sense, the autonomy of the other is 
always respected: It is a consequence of accepted inaccessibility. I believe this 
sense of care for the other even extends beyond subjects: When we are in 
resonance with nature, or a piece of art, for example, we try to preserve it 
carefully [...].65 

Resonance as a responsive relationship also implies a responsive empathy and respon-
sibility. Rosa creates a neologism for this: “I owe him or her responsability: I let myself 
be touched and transformed by the voice, perhaps the cry of the other.”66 In other 
words, an “ethics of resonance requires listening to the other, not telling him or her 
what to do.”67 

Preconditions for Resonant Relationships 
What conditions resonant relationships need can be explained with four mixing ratios: 
first, as already described, there is a need for simultaneous meaningfulness and sensu-
ality. This can be illustrated by the example of a resonating body: the body of a violin 
not only has the function of producing a sound (thus it exhibits meaningfulness), but it 
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also contributes to the quality of the sound (thus it also provides sensuality). Resonant 
relationships are meaningful and sensual. They are characterized by high relevance 
and at the same time joyful aesthetic experiences. Second, like a resonant body, reso-
nant relationships need simultaneous openness and closedness. Openness implies an 
inner vulnerability. Therefore, a resonant relationship needs social recognition and 
appreciation and, besides openness and empathy, also a certain closedness, which is 
expressed in self-confidence and in an expectation of self-efficacy.68 For with too much 
openness, one’s own voice is lost, and there is the danger of an echo or even of manipu-
lation. Too much closedness, on the other hand, prevents one from engaging with the 
other person, with the context, and with the unforeseen. So, on the one hand, empathy 
for the new is needed, and on the other hand, an agile, dynamic stability. The mixture 
of simultaneous openness and closedness is what I call medioordination. An example 
of medioordination in the realm of curating music is when the musicians and the audi-
ence can be flexible with a given space or clear time constraint.69 A third prerequisite 
for resonance is an attitude of mediopassivity, which could just as well be called 
medioactivity.70 This refers to a form of acting in the in-between of passivity and activ-
ity, a simultaneous listening and responding. Chamber music making or improvising 
occurs mediopassively. A fourth mixed relationship, I call medioconjunctivity. For reso-
nance is based on relationships that are binding and yet loose. At the intersection of 
these four mixing ratios, there is a great potential for resonant relationships.

Rosa distinguishes a total of four dimensions of resonant relationships: horizontal for 
social relationships, diagonal for intense relationships with objects and work, vertical 
for existential relationships with nature, history, religion, or art,71 and additionally a 
self-relationship.72

Based on Hartmut Rosa’s understanding of resonance, which cannot be planned but 
only fostered, I speak of a resonance-oriented Musikvermittlung and of curating possi-
ble resonances. I call the four mentioned dimensions of resonant relationships in the 
realm of music resonant (1) relationships with music, (2) relationships to music, (3) 
relationships in music, and (4) self-relationships through music. If a relationship suc-
ceeds, however, exclusions in the form of indifference or alienation always take place 
at the same time. Resonance-oriented Musikvermittlung and curating possible reso-
nant relationships therefore require an awareness of diversity, hierarchies and agency, 
an openness to different, individual spheres of resonance, as well as a sensitivity to dis-
crimination and the handling of human and non-human resources.

Different Resonant Relationships in a Performance 
I will now describe in a concrete example how the four dimensions of resonant rela-
tionships can occur in a performance. In order to be resonant, these relationships need 
the defining characteristics mentioned above, namely, an affection, self-efficacy, 
uncontrollability, and transformation. The example can also be used to show the basic 
principles of resonance (cf. the four mixing ratios and the other aspects described 
above). However, the described performance is by no means a prime example of reso-
nance; rather, a great deal of alienation was also observable. But this is exactly what 
makes the example interesting. The description serves to concretize resonance theory 
and shows its relation to curating music.

The performance Überläufer* on the subject of migration was conceived and per-
formed by students of the Basel Hochschule für Musik together with students of sce-
nography at the FHNW Hochschule für Gestaltung und Kunst under the direction of 
composer Hannes Seidl. The students developed the piece in a process that spanned 
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several months. Some found it difficult that the process remained open for so long and 
that Hannes Seidl did not simply make decisions and issue instructions (so there were 
obviously different expectations regarding openness and closedness). Through the col-
laborative development of the piece and the execution of their own dramaturgical 
ideas, the students engaged with the music in an intense way; they experienced self-ef-
ficacy and developed relationships to music.73

The concerts took place in a former customs hall as part of the ZeitRäume Basel 2019 
festival.74 Outside the hall, every audience member was welcomed by a student and 
was ceremoniously dressed in a transparent, shiny cape. This preparation gave the 
event a meaningfulness and sensuality and raised expectations for the performance. 
When the doors of the hall were opened, the audience was immersed in the ongoing 
performance that spanned the entire hall. There were many sounds and places to dis-
cover, fostering simultaneous affectation and self-efficacy. The cape was also worn by 
the performers who moved through the hall and didn’t play all the time. Therefore, it 
was not visually clear who was performing and who was listening (cf. mediopassivity). 
The musicians and scenographers were oriented to a fixed time schedule, but they also 
had free spaces that they could shape individually (cf. medioordination). Sometimes 
they strolled individually through the hall, sometimes they met for group actions, and 
sometimes they had solo performances (cf. medioconjunctivity). In the concert, not 
only did the musicians perform, but so did the scenography students, e.g., with smart-
phones. The two groups of students were connected through the social interaction 
with music, they were in a relationship with music.

The customs hall was divided into changing transit spaces by students moving huge 
transparent mobile walls. The audience thus experienced a constantly changing space 
and sound, freely choosing their way through the hall, but sometimes also being 
pushed in one direction (cf. medioordination). There was no stage nor recognizable 
spatial separation of performers and audience; everyone was on the move, voluntarily 
or involuntarily making intermediate stops and encountering each other (cf. medio-
conjunctivity). Thus, the dynamic space also generated social interactions. This shows 
that other non-human actors, such as space, equipment, and staging, were also 
involved and created or prevented relationships. On a balcony outside the hall, audi-
ence members were invited by a computer to answer questions about migration and 
their own biography. The answers were filmed and streamed shortly afterwards in the 
concert. Individual audience members thus became performers; they participated and 
became part of the performance in a personal way (cf. self-efficacy). For the makers of 
the performance, this audience action also meant a risk. It was not clear whether the 
audience would get involved and what contributions would come (cf. uncontrollabil-
ity). The actively involved audience members positioned themselves in the comput-
er-filmed interview on the concert’s theme, migration, and established a relationship 
to music. But even those who were involved only as listeners were able to experience a 
relationship to music if they were willing to engage with the music in an exploratory 
way and put different musical aspects into context.

Due to the continuously changing setting, all participants were in motion and met 
each other. Through these social interactions with music, everybody experienced rela-
tionships with music. The scenographic and performative staging of the performance’s 
theme, migration, contributed to the fact that the participating students and the audi-
ence also experienced the music in an existential and performative way. The partici-
pants, if they were open to it, could build a relationship in music—for example, in a 
cabin furnished with large cushions and bright lights, where electronic music was 
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played very loudly. Furthermore, during the performance, musicians and audience 
members experienced themselves in a different way than in everyday life. They experi-
enced a special self-relation through music in the concert setting.

As the piece was about migration, the students generated inclusions and exclusions 
that were not objectively comprehensible and revealed an arbitrariness and injustice. 
In order to concretize exclusions, the audience was shifted with huge transparent 
mobile walls, and a gatekeeper let some people into a cabin or onto a viewing plat-
form, but others were denied access for no reason. All participants therefore also expe-
rienced exclusion and alienation and were sensitized to discrimination processes. 
During the performance, space and sound transformed in many ways. What form of 
transformation the participating students and the audience also experienced inter-
nally could not be observed from the outside. The individual experiences would have 
to be brought to light with interviews.

Dynamic Model for Curating Resonances 
In my dissertation, I developed a dynamic model for resonance-oriented Musikvermit-
tlung in the form of a turntable that could also be used for curating potential reso-
nances.75

In addition to the defining characteristics of resonance mentioned above (affection, 
self-efficacy, transformation, uncontrollability, potential alienation), the four dimen-
sions of resonant relationships (relationship with music, to music, in music, and 
through music) and the underlying principles (including meaningfulness and sensual-
ity, medioordination, mediopassivity, medioconjunctivity, sensitivity to discrimination, 
perceptibility, accessibility, and collaboration), the model also identifies favorable 
impulses for curating music. Here, an existing core idea, its rules of play, and the handling 

fig. 1 Turntable of resonance-oriented Musikvermittlung and curating music (Müller-Brozović, forthcoming).
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of temporality, physicality, spatiality, materiality, and risk are addressed. For each of  
the twenty aspects in total, curators can formulate questions with which they can con-
ceive, discuss, and reflect on their projects.76

In order to spin the turntable as a tool for curating music, I refer once again to the 
described example and bring into play guiding questions for some aspects of the favor-
able impulses that support curators in their work. To curate music with the help of the 
turntable, one selects a certain aspect, e.g., the core idea, turns the individual discs, 
and brings the selected aspect into relation with other aspects. In this way, the core 
idea can be further developed and questioned in relation to all the defining character-
istics of resonance,77 the four possible resonant relations,78 and the mixed forms of 
mediopassivity, medioordination, and medioconjunctivity79. In the example above, I 
have already described the artistic means with which the questions about these 
aspects may be answered.

Regarding the favorable impulses for resonant relationships mentioned on the turnta-
ble, curators may address the following questions, among others, concerning the core 
idea: What artistic intention and social urgency does the core idea contain? What is at 
stake? With these questions, the core concept gains dynamism and the turntable 
starts spinning. By answering, the curators’ artistic idea becomes connected to a social 
context and acquires relevance and urgency. The curator becomes aware of what the 
core of the artistic idea is, what negotiation processes are occurring, and what risks 
are consciously taken. In the example mentioned above, these questions are answered 
as follows: 

Borders are fictitious—regardless of whether they are the borders between 
countries or continents, between ethnic groups or between classes: they only 
come into being in a language that strives for order and division. In the proj-
ect Überläufer*, the ideas of students from the fields of music and scenogra-
phy on the themes of migration and change come together in an unusual 
sound-space composition. Based on the remarkable cultural diversity of the 
students in Basel, several months of joint development resulted in a space and 
music that are in constant flux – a kind of organism in constant motion, a 
marketplace full of people with the most diverse connections.80 

If the core idea on the turntable is now placed in relation to, for example, the aspect of 
discrimination sensitivity (one of the founding principles), the core idea can be ques-
tioned on the following points, among others: How can the responsible individuals dis-
tance themselves from their own wishes and intentions and include other perspec-
tives? In the case of Überläufer*, this was done during the development process as part 
of the collaboration with the very different students (diversity in terms of age, origin, 
field of study, musical preferences), and during the performance through audience par-
ticipation via the described audience interview on the subject of migration. However, if 
one reflects on the artistic idea of Überläufer* not only in terms of content, but also in 
its implementation with regard to possible discrimination, it becomes apparent that 
access to the customs hall is not barrier-free, and people with a walking disability can-
not participate (to mention just one possible kind of discrimination).

The core idea can also be questioned in terms of its rules, e.g., with the following ques-
tions: How do the rules create clarity and trust? How do the rules allow for creativity, 
openness, and flexibility? How do the rules encourage encounters and exchange? To 
what extent is the approach resource-oriented? In the performance Überläufer*, there 
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was a clear time frame with a precisely defined entrance, a predetermined duration, 
and a clear time for leaving the room. The musicians followed a strict timeline and 
time brackets for certain actions. Other actions, however, did not follow any time con-
straints. This mixture had a clearly structured and yet open effect on the performers 
and the audience. As the spaces in the hall constantly changed and closed again and 
again in different formations, encounters with different people were created. In the 
collaboration between the students of music and scenography, they were able to con-
tribute their potential,81 and the audience was able to participate with their own state-
ments, if they wished.

Another favorable aspect for resonance concerns physicality. In this regard, curators 
may ask themselves questions such as: Are bodies perceived not only as a performing 
medium, but also in their sensuality and statement? At Überläufer*, the glittering 
transparent capes worn by both musicians and audience transformed the bodies into 
flowing magnets that attracted, grouped, or repelled and isolated themselves. The bod-
ies formed proximity or confinement. Musicians and audience members on a platform 
looking down on the action in the hall were exposed on the one hand, but also had an 
overview and control of the people on the other. Entering the wooden hut, the audi-
ence landed in a bright white cloud with huge cushions on which they listened to very 
loud music while lying down. They not only perceived music in a different bodily posi-
tion, but they were also exposed to extreme sensory stimuli. The audience and the 
musicians exposed themselves to an extreme physical situation, which at the same 
time took place in a protected and exclusive setting, as a doorman granted entry only 
to selected people for no reason. From this situation of exclusivity, experienced exclu-
sions and an endurance test of sensual perceptions, an individual meaning, perhaps 
also a non-understanding, emerged for each participant. Not only the audience, but 
also the musicians, changed positions. Some of them traveled as a swarm while play-
ing with their cell phones; others gave a concert in an open freight car converted into a 
stage, while one musician on the platform screamed full of anger into a megaphone, 
and another was invisible, purring the song “Strangers in the Night.”

In a similar way, the curators can take up further aspects on the turntable and develop 
their core idea towards resonant relationships. For relationships to be truly resonant, 
the defining characteristics of resonance must all be present. The four dimensions of 
resonant relationships (with/to/in/through music) can occur singly or in combina-
tions, and the underlying principles and facilitating impulses may have an influence. 
With my model, I specify the nature of musical relationships and their influencing 
aspects and thus contribute to a reflective practice of curating resonances. My theoret-
ical foundation of a relational approach in curatorial studies supports the practice of 
curators on the one hand and on the other hand offers a starting point for future 
empirical research. This paper aims to show that curating resonances as a network 
practice is a dynamic open process, an art of balancing, and a venture in which, in the 
best case, vivid interactions occur in a network of relationships, transforming all 
involved.
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which had to meet very high requirements both acoustically and statically. The 
commitment of the scenographers bordered on excessive demands, which also 
contains a potential for conflict.
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