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Figure 0.5. Lyrics to “Santiaguito” by Norberto Rodríguez Padilla with English 
translation. For audio recording refer to item 6 in the Appendix. 

 

This prioritization of care honored the importance of relationality 

through family love and tenderness, central to Norberto’s lyrics to “Santiaguito.” 

When listening to the words with the Bridges students, we were resonating with 

the performance of filial love through Norberto’s voice. Even though our 

realities are different and our relationships with our grandparents/caretakers 

might have other expressive dynamics, I sensed we were able to get closer to 

“listening through sovereignty,” the type of enactment that Dylan Robinson calls 

for: “We must paradoxically engage a listening that does not reduce what is 

heard to the knowable, that resists a multicultural categorization of one cultural 
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sound among many, that understands sound in its irreducible alterity, and that 

moves beyond our recognition of normative musical or performance protocols. 

Such listening would understand that not all sound can be translated to 

equivalent analogies” (Robinson 2020, 64). 

At the end of our performance, and in the continued spirit of listening 

through sovereignty, we watched Norberto and Santiago’s message as a 

community, after having performed their piece. Their voices in the hall became 

testimony of care and a generous invitation to continue musicking with love, joy, 

and pride. 

 

 

 

 

Figure 0.6. Norberto and “Santiaguito” share a video message for the Bridges 
students at the Monroe County Public Library Auditorium. 
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The resources discussed in this section on “Santiaguito”, are available as 

an instructional guide listed as item 7 in the Appendix. These are to be used by 

educators and performers to contextualize the piece for students or audiences 

who have not been in contact with pasillo chocoano traditions. Maestro 

Norberto has generously agreed to share the materials to teach and perform his 

music at no charge, his interest is for more people to have contact with his 

music. The complete materials, available as items 4-7 in the Appendix, are the 

full “Santiaguito” arrangement for strings by Leonidas Valencia with the edited 

parts by Maggie Olivo, the lyrics in Spanish with English translation, the audio 

recordings from the composer singing the lyrics and explaining the context, the 

Bridges performance of the piece with the introduction by Norberto and 

Santiago, and the supporting materials for percussion. 

Now that I have discussed the story around “Santiaguito” and delved into 

the pedagogical practices towards learning the piece, I will be performing a 

storytelling disruption to my academic writing. Inspired by Dylan Robinson’s 

Hungry Listening (2020), I intend to reclaim my space as a Latino migrant in US 

academia, an academia that is often complicit with the displacement, 

terrorizing, and persecution of immigrant bodies. I will be writing in Spanish, 

my native language, since I can express more sincerely and communicate with 

my ancestors in such way. I kindly invite the English-speaking reader to 

participate by holding this space as an opportunity for the otherwise coexistence 

of both languages. English translation is also available as a footnote. 
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repertoire sequences, it is also true that the same system perpetuates the 

colonialidad del saber (Lander et al. 2000), a power structure that aims to the 

universalization of knowledge and ways of knowing like Edgardo Lander et al. 

explain in their work through social sciences. Such power structure leads to the 

marginalization of the ways of knowing from some cultural bearers and people 

with functionally diverse abilities (Lobato and Romañach 2005) by privileging 

music literacy over oral practices. I contend that privileging the embodied in the 

classroom, is a way to challenge that colonialidad del saber, since it opens the 

space to the integration of multiple ways of knowing. 

In this chapter, I will explore different case studies in which oral 

transmission was implemented in the context of formal music education 

training as a way to resist that colonialidad del saber. In doing so, I engage in 

conversations with performers, educators, and researchers from Abya Yala, who 

have created new models, like Leonidas Valencia, who emphasizes that oral 

tradition and corporality are “crucial spaces for knowledge transmission […] 

undervalued within discourses of formal education that prefer the tradition of 

music literacy” (Valencia 2009, 13). Often times the preservation of such oral 

traditions and corporalities has also represented a resistance to imposed ways 

of understanding the world, beyond individual material gain towards communal 

benefit, and sparking independent initiatives in mutual solidarity. An example 

of this is the story of the Visionaries Ensemble. 
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Un Bambuco a Ojo Cerrao’: Visionaries and a Story of Otherwise Learning1 

Musicians with visual impairment2 in Colombia often face challenges to 

access the professional music environment, and part of the issue seems to start 

with education. After conversations with visually impaired colleagues in Bogotá, 

Colombia’s highly centralized capital city, it seems like music programs in 

public higher education institutions are still developing, or do not have, 

accommodation strategies to serve students with functionally diverse visual 

abilities. 

One of my colleagues who has been vocal about this issue is Angélica 

“Angie” Pico Castillo, a Colombian violist who co-founded and directs the 

Visionaries Ensemble for visual functional diversity and inclusion. Angie herself 

is blind and has overcome situations of academic discrimination after years of 

attempting to access college-level music education. I met Angie at the 2017 

Festival Interuniversitario de Violistas de Bogotá where she performed entire 

programs from memory, played in masterclasses, and shared her story with me. 

This was also where I learnt about her concern for the lack of equitable access 

 
1 A ojo cerrao is a colloquial expression used in Colombia to indicate expertise, to know a ojo cerrado is 
the equivalent to knowing by heart. I am using this term in conversation with Ashon T. Crawley’s 
otherwise possibility. Through his art, activism, and writing, Crawley posits otherwise as a practice: “To 
begin with the otherwise as word, as concept, is to presume that whatever we have is not all that is possible. 
Otherwise. It is a concept of internal difference, internal multiplicity. The otherwise is the disbelief in what 
is current and a movement towards, and an affirmation of, imagining other modes of social organization, 
other ways for us to be with each other. Otherwise as plentitude. Otherwise is the enunciation and concept 
of irreducible possibility, irreducible capacity, to create change, to be something else, to explore, to 
imagine, to live fully, freely, vibrantly.” (2017, 6-7) 
 
2 In this chapter I will refer to Lucy Green and David Baker’s use of this terminology: “The term “visually 
impaired” is used as an umbrella under which we place the two main terms “blind” and “partially sighted.” 
These can be conceived along a continuum. At one extreme, in our usage “blind” refers to those who have 
no light perception at all, as well as those with negligible or residual light perception but little or no 
functional vision as it relates to daily life. Under “partially sighted” we include people with some light 
perception which may be functional to some extent, allowing them for example to recognize certain objects 
by their colour or general shape, or to see objects if they are highly magnified. We use the term “sighted” to 
refer to people who do not fall under any of the above categories and/but who may have sight conditions 
that are corrected (for example by wearing spectacles or having had an operation).” 
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to college education and professional inclusion of visually impaired musicians. 

Our conversations and mentorship relationship throughout the years moved us 

to start brainstorming an independent community of solidarity in 2019, that 

sparked from the urge of supporting musicians with visual functional diversity. 

This is how Visionaries Ensemble & Research Collective emerged, from a 

space of otherwise possibility (Crawley 2017). Visionaries is based in Bogotá, 

Colombia, and has been co-led by Angie and me since 2020. We gather to 

sustain each other, becoming a group of people who have been nurturing virtual 

and physical spaces where musicians of diverse functional abilities can 

collaborate within an inclusive environment, fostering personal, artistic, and 

professional fulfillment. 

During our initial 2020 meetings, we came together as an 

interdisciplinary research team, inviting students, professors, researchers, 

performers, teachers, sound engineers, and family members in Colombia and 

the U.S.A., meeting bi-monthly through virtual zoom sessions. One of the first 

initiatives of the research collective was to create a database of musicians with 

visual functional diversity, aiming to connect with them and extend an 

invitation to record a video testimonial that would amplify their voices through 

sharing stories of musicking (Small 1998) and “true inclusion.”3 

 
3 According to Angie, most efforts she had been part of were lacking opportunities for agency and 
independence of the visually impaired. With true inclusion she refers to being part of the decision-making 
and learning to navigate not only musical but logistical and sustainability challenges as an individual and 
an organization. (Angélica Pico, Zoom meeting communication, Summer 2020) 
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Figure 0.1. Screenshot of form to create a database of visually impaired 
musicians4. Available at https://forms.gle/j1obJptccrQn5beP9. 

 

We spread the initiative through email and word of mouth, since there 

were no institutions involved at this point and our members already were part 

of networks of local musicians with functional diversity. Without realizing it, we 

were engaging in an ableist dependency by positioning myself as the only 

person of contact. I will reflect on this situation below, since it started shaping 

the direction of Visionaries’ practices from written discourse towards orality, in 

both research and performance. 

 
4 The survey text reads “Register! Hi, if you received this invitation is because we value your interest in 
being part of a music video to create consciousness around inclusion of blind musicians in formal music 
training programs in Colombia. Please fill out the following form with your contact information to receive 
more details about the music we will perform, and please, if you have any questions, don’t hesitate to 
contact us via e-mail or WhatsApp:  

• Esteban Hernández Parra 
• E-mail: estebangrafito@hotmail.com 
• WhasApp: +18129559292 

Everyone who plays music is welcome to be part of this!” 
 

https://forms.gle/j1obJptccrQn5beP9
mailto:estebangrafito@hotmail.com
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In 2017, when interviewing blind musicians for their Insights in Sound 

research, Lucy Green and David Baker emphasized the need for equitable access 

to social feedback when interacting with visually impaired musicians. Liz 

Hargest, a visually impaired performer reflected on one of her teachers’ 

feedback on her classmates’ positive reaction to her playing: “If he didn’t tell 

me, I wouldn’t have known. I would have thought that I was rubbish. That was 

such an important piece of visual information that he realized he needed to tell 

me. I think that, if you miss out on feedback, you might have misconceptions as 

a blind person” (Baker and Green 2017, 82).  

With Visionaries, we ended up realizing I became a sort of “filter” 

between the responses of the survey and my colleagues’ access to such 

feedback, the reason why we did not get a successful response to the survey was 

related to how the technology we were using displayed the responses. In this 

case, being a sighted musician and the only contact person for this initiative 

distanced me from realizing that a misconception around the low survey 

response rate was spreading among the visually-impaired ensemble members. 

Unlike like Liz and her flute teacher, I was not allowing equitable access to 

social feedback. My visually-impaired colleagues in Visionaries experienced a 

dissonance with self-perception since the low-rate response was not due to a 

lack of interest, as we later realized, but because of the communication and 

technology methods. Having only three responses, which fields were not filled 

entirely, was evidence of a google forms platform that did not work well with 

audio description software at the time (see Figure 2.1), and an inaccessible 

spreadsheet result sheet designed for the sighted. Realizing how we needed to 

rely on different channels of communication that allowed us to use our voices 
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(word of mouth, WhatsApp voice messages, and zoom meetings), started our 

gradual shift towards oral ways of functioning. 

Another way we transitioned towards orality was through our learning 

materials. We had been exploring resources from Western disability studies in 

the global north, such as the 1987 International Directory of Braille Music 

Collections (Thorin 1987). Inspired by these, and aiming to fully integrate Braille 

Music into our learning, we relied heavily on sighted musicians to create 

transcriptions for Angie’s pre-college repertoire requirements.  

 

 

 

 

Figure 0.2. Visionaries research collective online meeting, 2020. Braille 
transcription of Schradieck’s etude. Left side shows transcription, the right 

side shows the original notation, and to the top right corner the camera is on 
Angie Pico Castillo and her parents Nancy and Walter. 
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Prof. Andrés Ojeda from the Conservatorio de Música of the National 

University in Colombia, along with some students in his pre-college Music Braille 

elective class, teamed up in transcribing fundamental etudes like the one 

pictured in Figure 2.2. We then embarked in more complex task of transcribing 

the Händel-inspired Casadesus Viola Concerto in B minor, we realized the 

specificity of articulations, fingerings, and tempo/key changes required a 

specialized approach; Prof. Ojeda and I, two sighted professional musicians, had 

to collaborate intensely just to be able to finish the first movement in one 

academic year. Although these were valuable and needed additions to an 

accessible repertoire, relying on our sighted members for voluntary specialized 

work on such time-intensive tasks for every piece in the repertoire of each one 

of our visually-impaired members, was not sustainable given the expectations of 

solo, chamber, and instrumental ensembles in conservatory training. Within the 

same year it took our team to transcribe one etude and one movement of a 

piece, a basic expectation for a one-semester curriculum in bowed strings 

college education, a student like Angie who was at the same time learning the 

foundations of Music Braille, had already memorized two entire programs of 

music by ear. 

During that year we were having conversations with Dr. Rebecca Glass5 

and Prof. Jeff Irvine (Cleveland Institute of Music), both professional violists in 

the U.S.A. who had close mentorship experiences resulting in institutional 

accommodations and support for Dr. Glass to obtain her doctoral degree as a 

blind violist in a traditional conservatory setting. They both confirmed the 

efficiency of live and recorded audio description, in a similar way, Dr. Christina 

 
5 Dr. Rebecca Glass’ website for more information on her career: https://www.rebeccaglassviola.com/  

https://www.rebeccaglassviola.com/
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Ebersohl-Van Scyoc6 explains “Audio Description can offer VI [visually-impaired] 

musicians a verbal description of visual components or concepts. Typically, a 

narrator views the visual source multiple times and develops a script describing 

what they see. The VI then accesses the recording through a physical or online 

audio player, or online streaming system. While this system was originally 

developed for live performing arts—such as theatre—and has been modified for 

use with movies and television, Audio Description technology could be 

performers, or could describe specific examples used during a Music Theory 

class such as how a German 6 chord in c minor is built and resolves.” (Ebersohl-

Van Scyoc 2020, 7). 

In 2021, and after intense individual and collective work with both Braille 

and audio description materials (often shared as WhatsApp voice memos) that 

would support Angie’s right to access higher education, she was again rejected 

from the Colombia National University Conservatory undergraduate program. 

Since this was not Angie’s first try, and the entire research collective had been 

working towards her acceptance into the program, her rejection represented not 

only a frustrating event, but also a decisive moment for our group. We realized 

that working towards an academic expectation without the support from any 

institution and relying heavily on unpaid contributions from our sighted 

members, was not the approach we were looking for when intending to raise 

awareness about the institutional lack of access and inclusion. We needed to 

raise our voices and the sounds of our instruments through performance. 

 
6 Dr. Ebersohl-Van Scyoc is a visually impaired violist and researcher, for more information on her 
performance and research see: https://www.christinaebersohl.com/ 

https://www.christinaebersohl.com/
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The situations I described pushed us to shift away from written music as 

a guiding purpose (both in traditional Western European notation and in Music 

Braille), towards a no-metodología (Haber 2011) where we all could learn from 

and with each other through playing, composing, and arranging by ear. Nobody 

depending on anybody, but instead learning from each other’s uniqueness. 

Our first gatherings as Visionaries Ensemble were charged with the 

excitement of sharing our utopias, experiences, relationships to our territories, 

and musical tastes. We invited visually impaired performers from various 

territories and were soon connecting through zoom or google meets from 

different parts of Bogotá, Colombia, and the U.S.A. One of the aspects of our 

introductions that became recurrent when welcoming a new member to the 

ensemble was to ask about their sight. Often jokingly, our visually-impaired 

members would talk about their functional diversity to break the ice, but I felt 

this was also a way of starting to sense how we could delegate the logistical 

responsibilities each one could best contribute with. 

Through these initial interactions we also came to understand that, from 

the rehearsal perspective, the members who really needed to rely on written 

scores were the sighted, since memorization and improvisation were skills our 

visually-impaired colleagues had developed at a much greater pace over the 

years. Memorization is often revered as evidence of dedication and deep 

understanding of a certain piece, and is a common skill expected after learning 

complete solo pieces or concerti in conservatory training. If academia 

recognizes the value of learning from diverse knowledges such as aural 

memory, continuously developed by people with visual functional diversity, we 

will be embracing the conjunction of academic+oral practices, which “resist the 
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conflation of difference within the encounter” (Robinson 2020, 9) and 

revindicate such difference as necessary to the democratization of musicking. I 

will delve into the value of conjoining these practices through a soundstory at 

the end of this chapter. 

We were also aware of the need to amplify our work around inclusion 

beyond our local experiences, so our pieces were often written in traditional 

staff notation after composing or arranging them, and during the rehearsal 

process we recorded and collected audio practice guides for reference of both 

our visually-impaired musicians and to capture the sabrosura in our playing. 

This was also a way of leaving an accessible testimony of our work, and to make 

it accessible to share with other musicians of diverse functional abilities in 

different territories.  

In 2022, we dedicated our meetings to finding ways in which we could 

collaborate in person and started a call for a mutual solidarity fund to gather 

resources for the ensemble to perform and pay for logistical and musical labor. 

In very short time, and after two years of online work, we finally met to perform 

our debut concert in Summer 2022, raising funds through word of voice and 

community support, and programming original compositions, improvisations, 

Western academic music, and Colombian folk music. 
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Figure 0.3. Visionaries ensemble performs the premiere of bambuco 
visionaries in Bogotá. For complete performance audio recording refer to 

item 8 in the Appendix. 
 

I will now briefly share the background, process, and resulting materials 

of the opening piece in our debut, our co-composed bambuco named after the 

ensemble: bambuco visionaries. 

Ethnomusicologist Carolina Santamaría Delgado presents Colombian 

bambuco as a “traditional Andean genre, defined as national symbol by an elite 

around the 1850s,” she goes on to say we do not have documental evidence of 

its oral transmission before the nineteenth century, but it probably originated 

from “wind and percussion ensembles formed by Indigenous and Black peoples 

of the old southern province of Gran Cauca” (2007, 6). Santamaría points out 

that at the end of the nineteenth century, bambuco “had entered the aristocratic 

spaces in Bogotá as a ballroom dance genre,” and it also led to a popular urban 

genre known as bambuco-canción (song) which involved string instruments 

(2007, 6). 



53 

 

Angie and I both come from immigrant families within the Andean 

region, and we were raised in the urban environment of Bogotá within academic 

music environments. Our choice to write a bambuco for inclusion seemed to 

have come intuitively, probably influenced by our upbringing as part of families 

that enjoyed playing, singing, and admiring this refined, nationalistic genre. 

After reading Santamaría’s historic review on how, at the beginning of the 

twentieth century, composer Guillermo Uribe Holguín (who studied at the 

Scholla Cantorum in Paris) imposed a French-influenced curriculum at the 

Colombian National Conservatory of Music that did not include traditional 

genres like bambuco (2007, 8), I realized we might have also chosen to compose 

a bambuco as a way to defy the conservatory education that had for long 

rejected oral Afroindigenous traditions, and also had recently denied Angie 

access to higher education.  

Our compositional process started through WhatsApp calls and voice 

memos, the basic harmonic progression came to me in a dream and I 

immediately shared it on guitar with Angie to ask for her feedback. As I 

recorded this excerpt the characteristic rhythm of bambuco came to me 

intuitively. Bambuco has a characteristic hemiola (sesquialtera) often found in 

other Latin American genres like son jarocho (from Veracruz, México), 

Santamaría explains that the particularity of bambuco is the intricate 

“coexistence of two accentuation systems evident on endings of phrases and 

melodic articulations” (2007, 14-15)7. In our case, we were appealing to the oral 

tradition and using recordings to share our ideas, so Angie approved of the 

 
7 This has created a recurrent argument among musicians in Colombia who state bambuco should be 
notated in 3/4 meter, starting the phrases with an empty downbeat, because of the melodic accents in 
opposition to the bass; despite it being clearer to read when notated in 6/8 (less syncopation). 
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harmonic/rhythmic base and swiftly proposed a heartfelt melodic idea, that we 

later developed in three voices assigned to the viola lines. After putting all the 

elements together, we recorded a sort of esqueleto (sample/draft) using 

Audacity8 (refer to item 9 in the Appendix). 

To me, the most beautiful moments of this collective composition 

process were when, during one of our virtual meetings, we spontaneously 

started to craft the lyrics collectively, with input from Angie’s mother, Nancy 

Castillo, who joined the creative process after casually hearing us talk about this 

during one of our online meetings (refer to item 10 in the Appendix for midi 

guide with voice). We were musicking (Small 1998) in community, even beyond 

the “official” members of the ensemble, and this inspired us to sing the 

repeated word “Visionaries” collectively. Below is an excerpt of the translated 

lyrics, the complete version is available as item 11 in the Appendix.  

 
8 Audacity, free audio editor: https://www.audacityteam.org/  

https://www.audacityteam.org/
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Figure 0.4. Excerpt from bambuco visionaries lyrics by A. Pico, E. Hernández, 
C. Manosalva, L. Villamarín & N. Castillo. Full version available as item 11 in 

the Appendix. 
 

The final arrangement came together only days before our debut; we 

rehearsed and recorded preliminary versions for reference in a teaching space at 

the National Conservatory (which my father uses to teach) and I transcribed the 

score in staff notation using Sibelius software. We premiered the piece with a 

formation of Yineth Lorena Villamarín Zárate in the voice, Carlos Julio 

Manosalva Manosalva and Andrés Gabriel Cruz Lozano, on piano, Daniel Lozano 

Martínez and Mateo Mendoza Parra in the guitars Angélica Pico Castillo, Ricardo 

Hernández Mayorga (my father), and me in the violas. We were able to rent the 

Otto the Greiff Hall from the Orquesta Filarmónica de Bogotá (see Figure 2.3). 



56 

 

 

Example 0.1. Excerpt from bambuco visionaries’ score (traditional staff 
notation). Lyrics for singing while playing on every instrument are 

underlined. Each repetition added one performer at a time, violas join 
afterwards. For complete score and parts refer to item 12 in the Appendix, 

for instrumental audio guides to items 13 & 14. 
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The outcome of our debut concert was more successful than we 

expected. Families, friends, colleagues, teachers, professors, both in Colombia 

and abroad, joined either in person or through the livestream, and we invited 

everyone to sing the chorus “Vi-sio-na-ries” as an encore with us! (see fig. 16, 

minute 43:48). We were also able to collect enough funds through GoFundMe 

and Vaki (Colombian currency crowdsourcing app) to compensate everybody 

involved in the musicking: performers, video and audio recording specialists, 

hall staff (through the reimbursement from the rental of the space), although 

many of our members decided to donate their time for us to create an ensemble 

fund that we later could use for professional development. This was an example 

of decolonial sustenance, we were not only singing with our audience but 

building a community of solidarity beyond a single performance and enjoying 

the process of speaking up for accessibility and inclusion beyond the binary of 

performer/audience (Shifres and Gonnet 2015). 

Visionaries also decided to move towards expanding our network of 

collaboration through playing, aiming to learn otherwise. We intend to truly 

embrace opportunities in which all members have the agency to shape our work. 

We connected with the Tetragrama Chamber Choir in Argentina9, who also has a 

diverse pool of members across the visual spectrum, to coordinate a virtual 

collaboration recording the song “Ubi Caritas” by Norwegian composer and 

pianist Ola Gjeilo. More recently, Visionaries gathered to participate at the 2025 

International Low-Vision Song Contest (ILSC) in Germany, several other 

ensembles and singer/songwriters from Colombia were also eager to apply, but 

 
9 Directed by Eduardo Sasiain Huertas, for more information see: https://www.redcoralargentina.org/#!/-
tetragrama/  

https://www.redcoralargentina.org/#!/-tetragrama/
https://www.redcoralargentina.org/#!/-tetragrama/
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the lack of partnerships between the German Federation of the Blind and 

Partially Sighted (DBSV) and Colombian institutions for the blind who could 

organize a national preliminary round to pick a single representative musical 

project, made us withdraw our application, along with most of the other 

Colombian participants. 

Although institutional inclusion and support is still lacking, Angie is now 

completing her undergraduate degree at a private institution, the Sergio 

Arboleda University in Bogotá, and reflecting back on our journey with 

Visionaries, choosing to change the focus of our research towards performance 

helped us build our community and musicking through orality. This change of 

approach resonates with the Decolonial Disabilities Studies Collective 

movement, that aims for “an alternative way of engaging and connecting with 

different forms of knowledge and praxis that are decolonial, interdisciplinary 

and community engaged, [creating a] body of knowledge, theory, and praxis that 

aims to unsettle hegemonic forms of knowledge production in Western 

disability studies.”10 

As a way of closing this chapter and consolidating the otherwise as a 

practical approach to learning, creating, and re-thinking academic+oral 

possibilities, which is the invitation I make through this research, I will take 

space for storytelling in Spanglish. In a similar way to how I concluded chapter 

1, this performative writing allows me to reflect on the experiences of my 

collaborations through creativity and possibility. I encourage my readers to 

continue experimenting with the otherwise possibilities of such practice, 

 
10 Decolonial Disability Studies Collective. About the DDCC. Carleton University. Available at: 
https://carleton.ca/ddsc/. Accessed on June 20th, 2025 

https://carleton.ca/ddsc/
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stimulating our students, colleagues, and communities to continue learning 

from a place of interconnectedness, which I believe can make the relationality in 

our musicking our most generous teacher. 

This writing is also part of a soundstory available as items 15 and 16 in 

the Appendix. The soundstory on Visionaries’ journey is about our emotional 

shift from frustration to hope/action, and the collective composition of our first 

original piece as an ensemble. 

In 2020, Angie and I co-created this soundstory to narrate our journey. I 

collected fragments from our recordings from the COVID Pandemic quarantine, 

when we rehearsed through zoom videocalls. I then mixed them with excerpts 

from our conversations with the purpose of amplifying Angélica’s voice as an 

activist violist with visual functional diversity, my personal interpretation of this 

story lies in the text below. The following words are a written complement of 

the initial two minutes of the soundstory, if the reader has the time to listen to 

the full track while reading the complete text, it is available as items 15-16 in 

the Appendix. 

[Instructions] Please listen with headphones if possible and read while 

following the duration of the excerpt listed in brackets, along with a sentence or 

two of context, at the beginning of each section. You will also find a commentary 

of my own after each section, in which I explain the relationship between the sonic 

events of the excerpt and the narrative; my intention is to offer a reflection on 

my conversations with Angélica and how these influenced our executive decisions 

with the ensemble, as well as our co-composition process. 

The paragraphs are structured to follow the acoustics of the piece, if one 

is aligned to the left, the sound is coming from the left headphone/speaker, and 
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vice versa (a sort of written reference to the stereo effect). Sound coming from 

the right headphone/speaker is mostly in Spanish, so English translation of these 

sections is available in the footnotes. 

[Minute 0-0:40 - Composing/rehearsing through an online call, Angélica está 

cansada…(Angélica is tired)] 

I wake up eager to remember… Trying to record fragments of a song that 

just came together in my dream. A sort of bambuco seems to be waking me up 

to remind me of parts of my identity that carry a need for taking action about 

accessibility and inclusion through my sound. 

Una especie de bambuco como sueño de identidad, 

accesibilidad e inclusión. Despierto tratando de recordar, los 

sonidos con los que crecí ahora parecen más míos. El mismo 

género emblemático de un mestizaje violento que, como 

música nacional, representó una normalización de la 

inequidad racial en Colombia (Ochoa Gautier 2014), ahora 

me busca en sueños de nostalgia y acción.11 

Similarly to what I discussed in the previous chapter on Lucho Bermúdez 

and the appropriation of cumbia, this dichotomy between the discourse of unity 

from the Colombian nationalist project through bambuco and the violent racial 

categorization led to a regionalization of access within the Colombian peoples 

(Wade 2000; Santa María 2007; Ochoa Gautier 2014), affecting their right to live a 

dignified life and perpetuating stronger divisions among bodies. Angélica and I, 

 
11 A sort of bambuco as a dream of identity, accessibility and inclusion. I wake up trying to remember, the 
sounds I grew up with now seem more mine. The same emblematic genre of a violent mestizaje that, as 
national music, represented a normalization of racial inequity in Colombia (Ochoa Gautier 2014), now is 
searching for me in dreams of nostalgia and action. 



61 

 

having grown in such strong regionalist dynamics, find hope in focusing our 

musical interaction around a sort of bambuco that communicates our exhaustion 

from the ways music is taught in academia. 

We are both able to explore making music together, thanks to the unique 

sensorial abilities our bodies possess, and, in the same way, we should both be 

able to access higher education at our national public institutions. This is not to 

overlook our physical and racial differences (we both identify as a functioning 

mestiza(o), but to acknowledge them and search for ways in which we can 

harmonize the sort of ‘bodily regionalization’ that represents a disabling 

distinction when it comes to accessing formal academic higher education in 

Colombia. 

[00:40-2:03 - “The education for a person with disability in Colombia is not 

transparent, it’s superficial”- transduced melodic a-synchronicity: Trust and 

support in realizing one’s own teaching potential] 

Recuerdo cómo hace un tiempo me decía que no le gustaba escuchar su propia 

voz. Hoy Angélica la utiliza para hacer valer su derecho a la educación, 

comunicar su inconformidad con el sistema y proponer una nueva forma de 

hacer música. Reconocemos los aportes de cada cuerpo en el proceso de 

aprendizaje, con la intención de diversificar nuestra práctica musical a través de 

fenómenos sonoros multisensoriales (Eidsheim 2015), que se informan mediante 

proceso de equivocación mutuo (Ochoa Gautier 2014) y no se encasillan en 

definiciones de género o estilo12. 

 
12 I remember how some time ago she told me she did not like to hear her own voice. Today, Angélica uses 
it to speak up for her right to education, to communicate her unconformity with the system, and propose a 
new way of making music. We recognize what each body brings to the learning process, with the intention 
of diversifying our musical practice through multisensory sonic phenomena (Eidsheim 2015), which are 
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As Nina Sun Eidsheim highlights, the academic tendency to favor the 

epistemological over the multisensorial perception of the sound phenomenon, 

has limited learning to fixed notions of pitch, duration, form, and genre (2015). 

Those rational notions constructed over imaginaries of “able-bodied” 

perceptions have shaped the socially accepted aesthetic and continue to leave 

out other ways of learning to perceive the world. I will now describe how the 

“thickening” of our sonic collaboration with Angie is a metaphor for the 

otherwise as a space for learning. 

Angélica uses the words “transparent” and “superficial” when describing 

her experience with education in our country, both terms carry visual and moral 

interpretations that are ironically transduced to our creative process when we 

communicate about the qualities in our viola sound. When rehearsing the 

unison section of our composition over an audio call (1:09), we both seem 

conscious of the delay in our sonic perception due to the physical distance that 

is being bridged over by the internet and our devices, this forces us to imagine 

the synchronicity at the other end of the call by sustaining what we would 

define as the total opposite to a transparent and superficial sound. We are 

“thickening” the sonic event to demystify the issues of accessibility that some 

would deem inherent to the digitally transduced sounds in our collaboration. 

We are connecting our sound making to our demand for attention to otherwise 

possibilities (Crawley 2017) in learning from the difference in our educational 

institutions.  

 
informed through a process of mutual equivocation (Ochoa Gautier 2014) and can’t be categorized in 
definitions of genre or style. 
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“El discurso de la inclusión inscribe el cuerpo social de la discapacidad como una 

minoría […]. Se construye identidad en la discapacidad, no para devenir otra 

cosa, sino para ser minoría y poder compartir el territorio con la mayoría.” 

(Bermúdez Jaimes 2020, 204-205). Este reconocimiento y expansión de 

comunidad como resistencia a la discriminación aparece dentro de las 

“posibilidades de otra manera” (Crawley 2017) que surgen al reunir cuerpos e 

ideas diversas convergiendo en el compromiso de construir una pedagogía 

accesible e inclusiva. Se busca generar interacciones encarnadas que “difieren de 

la corporalización siendo el movimiento hacia, y la vibración de, la liberación, en 

vez de presumir ser un objeto de la teología, filosofía e historia.” (2017,  6)13 

It is searching for “otherwise possibilities” (Crawley 2017) how Visionaries 

continues to welcome people from various musical backgrounds to collaborate 

expanding the traditional ways of teaching, learning, and musicking (Small 

1998). It is in the space of academic+oral creativity that we have integrated the 

use of Braille Music, traditional staff notation, playing by ear, improvising, 

memorizing, and embodying orality through the inclusion of people with 

functionally diverse abilities. We continue inviting people to be aware of 

otherwise learning and musicking, through the stories, resources, and materials 

available at “RAY supporting materials” listed in the Appendix.  

  

 
13 “The discourse of inclusion poses the social body of disability as a minority […] Identity is built in 
disability, not to receive something else, but to be a minority and be able to share territory with the 
majority” (Bermúdez Jaimes 2020, 204-205). This acknowledgment and expansion of community as 
resistance to discrimination, appears within “otherwise possibilities” (Crawley 2017) that come up when 
bringing together diverse bodies and ideas converging in the commitment of building an accessible and 
inclusive pedagogy. It is the goal to generate interactions that allow for “enfleshment as distinct from 
embodiment, [enfleshment] is the movement to, the vibration of, liberation and this over and against 
embodiment that presumes a subject of theology, a subject of philosophy, a subject of history.” (2017, 6) 
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CONCLUSIONS 

I have shared some of the most significant experiences I have had in 

collaborating with marginalized communities through otherwise practices in 

bowed strings. The direction of my teaching and learning has shifted 

throughout this research towards the possibility for a decolonial bowed strings 

pedagogy. 

Through the guiding praxis of decolonial practices on strings, and a 

constant self-assessment of my positionality and assumptions, I believe I can act 

towards reparations for the appropriation of musics from marginalized 

communities, and the capitalist extractivist commodification of these musics by 

the dominant machinery. In resonance with Leonidas Valencia’s goal of using 

written arrangements for diverse instrumentation to make Afrodiasporic music 

accessible for people foreign to the cultural practices in a contextual, 

responsible, and humanizing way, I believe we can amplify the Vivir Sabroso 

philosophy of caring for and protecting each other. The arrangements and 

compositions exposed in this research were not intended to “just” be performed 

as music, they invite performers to embody academic+oral practices like 

embodying the rhythm through dancing, feeling the sabrosura through listening 

and collaborating, and practicing care, tenderness, inclusion and equitable 

access through singing. As Prof. Leonidas wisely reflects about these practices: 

“it is not about a counterposing or exclusion of one against the other; on the 

contrary, it intends to vitalize from the co-responsibility and acknowledgement 

between academic and traditional wisdoms, from a perspective of 

complementarity” (Valencia 2021, 9). 
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I would like to conclude my writing by sharing some collaborations that 

could become possibilities for decolonial pedagogies, some of them have 

already happened and will now become resources/materials to share in the RAY 

website in the near future, others, are developing or transforming from ideas 

into practice. Resuena Abya Yala welcomes collaborations throughout the 

continent that are working on finding, recognizing, or creating otherwise 

possibilities. A fertile ground for this, which is an example of continuous 

possibility, is improvisation. 

A starting point for such decolonial praxis in bowed strings education 

could already have sparked from an interaction between two of the main 

collaborators in this research: Visionaries and Bridges MAYO. The message of 

accessibility and true inclusion in the bambuco Visionaries co-composed in 

2020, inspired me to arrange this piece for Bridges, as a way of amplifying the 

message in a foreign country. This new arrangement included sections that were 

improvised during rehearsals with our Bridges students in Bloomington, in 

2021, a year after Visionaries Ensamble premiered the original version in 

Bogotá. 

I encouraged my Bridges students to start embodying otherwise practices 

based on oral tradition such as playing by ear. Listening to the original 2020 

version of bambuco visionaries with them and learning some of the rhythms 

and melodic contours by ear, allowed for experiencing memorization as an 

“inverted” process, since most of our students were used to learning the music 

from the score before memorizing it, not the other way around. We were also 

able to improvise and experiment with collective composition, creating short 

melodic materials that I later included into the arrangement. 
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Due to time constraints with the rehearsal process, we decided to write 

the arrangement down before finishing memorizing the piece. This was not only 

a testimony to the importance of accommodations when working with people 

with functional diversity, but also clear evidence of how a decolonial approach 

to learning needs to recognize the different timings of every diverse body and 

adjust to them. The inclusion of our students in the creative process and the 

experience of learning by ear gave them a sense of agency and equitable access 

to musicking, guided by empathy and awareness towards the material 

conditions of people with visual functional diversity. 

Many possibilities for continued work towards integrating decolonial 

praxis within future collaborations could stem from virtuality. As I discussed in 

this research, many of the interactions I was, and still am, part of were possible 

through online communication, therefore a continuation of these virtual spaces 

for relationality could come from the creation and/or strengthening communal 

interactions through online collaborative work. Some of the people I have been 

working with on various other projects located in different parts of Colombia 

and in Tucson where I currently live and teach, could be fundamental to this 

continued search for interconnectedness and Vivir Sabroso through otherwise 

musicking.  

I can imagine Maggie Olivo and her students at Bridges Mayo joining 

Angie Castillo from Visionaries and my University of Arizona String Pedagogy 

students in collaborating on a composition for the 2026 International Low-

Vision Song Contest (ILSC) in Germany. Or inviting Valentina and Jorge Llanos, 

Afrocolombian musicians from El Son del Tuno Ensemble in the Patía region in 

Cauca, Colombia (where, according to Carolina Santamaría bambuco could have 
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been born) to join Amelia López from Cambio de Cuerda Collective, Jennie 

Gubner from La Peña del Surco, Kim Carballo from Amity Trio and Gloria 

Orozco and me from Q’iru Latin American Ensemble to record a version of the 

son patiano “Los Derechos Humanos” as a musical protest against human right 

violations across territories like Cauca, and the Arizona/New Mexico 

borderlands.  

One final project I intend to develop through the platform of RAY 

addresses the situation of LGBTQI+ people’s rights. “Telling Theirstorias” would 

be a space to connect pieces like “Tuluní for solo viola” by Colombian composer 

Laura Fernanda Zúñiga, which is inspired by the resistance of Trans women near 

the Tuluní river in Tolima, Colombia, with the voices and stories of the people 

who resist gender-based violence and discrimination in the area, like the 

members of Chaparral Diversa Association. When the heteropatriarchal Western 

machine uses history as a vehicle to amplify the white, patriarchal violence and 

exclusion, we will tell Theirstorias of resistance through music. Some of my 

Viola students at the University of Arizona have demonstrated interest in such 

musicking, so this could be an opportunity for Transnational healing and 

interconnectedness. Since Tuluní is based on resistance and sustenance from 

river waters, I would like to invite maestro Norberto Rodríguez Padilla from 

Tanguí Chirimía to collaborate with us through his research and work with 

songs about the resistance of Afrocolombian people near the Atrato river in 

Chocó. I am eager to hear from my readers about otherwise possible ways in 

which this work could continue to resonate throughout the continent and look 

forward to sustaining and creating collaborations that materialize those 

possibilities into practice. Thanks for reading.



68 

 

APPENDIX: LIST OF MULTIMEDIA RESOURCES AVAILABLE AT 

“RAY SUPPORTING MATERIALS” 
 

1. Bridges 2021 - Cumbia Colombia Tierra Querida (see minute 9'35'').mp4 

2. COLOMBIA TIERRA QUERIDA - L. Bermúdez, arr. Esteban Hernández 

Parra.pdf 

3. Bridges 2024 plays Colombia Tierra Querida.wav 

4. Santiaguito Score and Parts.pdf 

5. Bridges 2023 plays Santiaguito.wav 

6. Norberto Rodríguez Padilla canta Santiaguito y reflexiona sobre su 

dedicatoria a su nieto.wav 

7. Instructional materials for pasillo chocoano.pdf 

8. Visionaries, bambuco (estreno) - Bogotá Junio 19 de 2022.wav 

9. (final demo) Visionaries - Bambuco, Angelica Pico Castillo y Esteban 

Hernández Parra.wav 

10. Guía+Voz Visionaries - Bambuco, Angelica Pico Castillo y Esteban 

Hernández Parra.mp3 

11. Letra visionaries with English translation.pdf 

12. Visionaries bambuco (score+parts) - A. M. Pico Castillo & E. Hernández 

Parra 

13. Guía Visionaries - Bambuco, Angelica Pico Castillo y Esteban Hernández 

Parra.mp3 

14. Piano solo guía Visionaries.mp3 

15. Visionaries soundstory (final extended version - 2020).wav 

16. Palabras Accompanying Visionaries soundstory (final).pdf 



69 

 

BIBLIOGRAPHY 
 
Albán Achinte, Adolfo. 2009. “Artistas Indígenas y Afrocolombianas: Entre las 

Memorias y Cosmovisiones Estéticas de la Resistencia.” In Arte y Estética 
en la Encrucijada Descolonial, edited by Z. Palermo & Walter Mignolo. 
Ediciones del Signo. 

 
Albán Achinte, Adolfo. 2016. “Bambuco Viejo: el Pensamiento Cotidiano 

Afropatiano.” [Con]textos, 5 (19): 21-32. doi: 10.21774/ctx.v5i19.691. 
 
Amnesty International. 2022. “Colombia: Repression in the spotlight.” Accessed 

June 25, 2025. 
https://www.amnesty.org/en/latest/campaigns/2022/02/repression-in-
the-
spotlight/#:~:text=Introduction,demanding%20change%20in%20the%20co
untry. 

 
ASINCH. n.d. “Corporaloteca, centro de documentación e investigaciones de las 

prácticas sonoras, orales y corporales del pacífico colombiano.” Accessed 
June 13, 2025. https://www.asinch.org/corp-oraloteca-1. 

 
Baker, David, and Lucy Green. 2017. Insights in Sound: Visually Impaired 

Musicians' Lives and Learning. Taylor & Francis Group. 
 
Bermúdez Jaimes, Gloria I. 2020. “Corporalizaciones de Artistas con 

Discapacidad como Resistencia al Cuerpo Normativo.” Nómadas 52 (1): 
198-211. https://doi.org/10.30578/nomadas.n52a12. 

 
Bradley, Deborah G. 2012. “Good for What, Good for Whom?: Decolonizing 

Music Education Philosophies.” In The Oxford Handbook of Philosophy in 
Music Education, edited by Wayne Bowman and Ana Lucía Frega. Oxford 
University Press. 

 
Cervantes, Marco A., and Liliana P. Saldaña. 2015. “Hip Hop and Nueva Canción 

as Decolonial Pedagogies of Epistemic Justice.” Decolonization: 
Indigeneity, Education & Society 4 (1): 84-108. 
https://jps.library.utoronto.ca/index.php/des/article/view/22167  

 
Crawley, Ashon T. 2017. Blackpentecostal Breath: The Aesthetics of Possibility. 

Fordham University Press. 
 
De la Ribera, Rolando. 2012. Abya Yala: Una Visión indígena. Instituto Nacional 

de Investigación, Formación Política y Capacitación en Políticas Públicas y 
Gobierno. 

Del Valle Escalante, Emilio. 2014. “Self-Determination: A Perspective from Abya 
Yala.” In Restoring Indigenous Self-Determination: Theoretical and 
Practical Approaches, edited by Marc Woons. E-International Relations 
Publishing. 

https://www.amnesty.org/en/latest/campaigns/2022/02/repression-in-the-spotlight/#:%7E:text=Introduction,demanding%20change%20in%20the%20country
https://www.amnesty.org/en/latest/campaigns/2022/02/repression-in-the-spotlight/#:%7E:text=Introduction,demanding%20change%20in%20the%20country
https://www.amnesty.org/en/latest/campaigns/2022/02/repression-in-the-spotlight/#:%7E:text=Introduction,demanding%20change%20in%20the%20country
https://www.amnesty.org/en/latest/campaigns/2022/02/repression-in-the-spotlight/#:%7E:text=Introduction,demanding%20change%20in%20the%20country
https://www.asinch.org/corp-oraloteca-1
https://doi.org/10.30578/nomadas.n52a12
https://jps.library.utoronto.ca/index.php/des/article/view/22167


70 

 

Ebersohl-Van Scyoc, Christina. 2019. “‘Accessibility’ is a Four-Letter Word: 
Developing Western Music Resources for the Visually-Impaired.” 
Musicology and Ethnomusicology: Student Scholarship 59 (11). Digital 
Commons at the University of Denver. 

 
Eidsheim, Nina S. 2015. Sensing Sound: Singing and Listening as Vibrational 

Practice. Duke University Press. 
 
Green Stocel, Abadío. 2007. “La Lucha de los Siete Hermanos y su Hermana 

Olowaili en Defensa de la Madre Tierra: Hacia la Pervivencia Cultural del 
Pueblo Kuna Tule.” Revista Educación y Pedagogía 19 (49): 227-237. 
http://hdl.handle.net/10495/3048.   

 
Haber, Alejandro. 2011. “Nometodología Payanesa: Notas de Metodología 

Indisciplinada.” Revista Chilena de Antropología 23 (1): 9-49. 
https://revistadeantropologia.uchile.cl/index.php/RCA/article/view/1556
4.  

 
Hunter, David. 2022. “Critical Exchanges: Handel and Slave-Trading Companies: 

Handel, an Investor in Slave-trading Companies: A Response to Ellen 
Harris.” In Music and Letters 103 (3): 532–540. 
https://doi.org/10.1093/ml/gcac049.  

 
Lander, Edgardo, Walter Mignolo, Arturo Escobar, et al. 2000. La Colonialidad del 

Saber: Eurocentrismo y Ciencias Sociales: Perspectivas Latinoamericanas. 
CLACSO. 

 
Lobato, Manuel and Javier Romañach. 2005. “Functional Diversity, a New Term 

in the Struggle for Dignity in the Diversity of the Human Being.” Paper 
presented at the Independent Living Forum, Spain, May 2005.  

 
López-Hernández, Miguel A. 2004. Encuentros en los Senderos de Abya Yala. 

Ediciones ABYA-YALA. 
 
Museo Nacional de Colombia. 2008. Exposición temporal Magdalena: Navegando 

por una nación. Accessed July 7, 2025. 
https://www.museonacional.gov.co/sitio/magdalena/magdario.html#:~:te
xt=Los%20caribes%20lo%20llamaron%20Karakal%C3%AD,(R%C3%ADo%20d
el%20pa%C3%ADs%20amigo). 

 
Musumeci, Orlando. 2002. “Hacia una Educación de Conservatorio 

Humanamente Compatible.” Segunda reunión anual de la Sociedad 
Andina de las Ciencias Cognitivas de la Música. SACCOM. Accessed May 
22, 2025. https://saccom.org.ar/wp-
content/uploads/2024/04/2do_SACCoM.pdf.  

 
Ochoa-Gautier, Ana M. 2014. Aurality: Listening and Knowledge in Nineteenth-

Century Colombia. Duke University Press. 

http://hdl.handle.net/10495/3048
https://revistadeantropologia.uchile.cl/index.php/RCA/article/view/15564
https://revistadeantropologia.uchile.cl/index.php/RCA/article/view/15564
https://doi.org/10.1093/ml/gcac049
https://www.museonacional.gov.co/sitio/magdalena/magdario.html#:%7E:text=Los%20caribes%20lo%20llamaron%20Karakal%C3%AD,(R%C3%ADo%20del%20pa%C3%ADs%20amigo)
https://www.museonacional.gov.co/sitio/magdalena/magdario.html#:%7E:text=Los%20caribes%20lo%20llamaron%20Karakal%C3%AD,(R%C3%ADo%20del%20pa%C3%ADs%20amigo)
https://www.museonacional.gov.co/sitio/magdalena/magdario.html#:%7E:text=Los%20caribes%20lo%20llamaron%20Karakal%C3%AD,(R%C3%ADo%20del%20pa%C3%ADs%20amigo)
https://saccom.org.ar/wp-content/uploads/2024/04/2do_SACCoM.pdf
https://saccom.org.ar/wp-content/uploads/2024/04/2do_SACCoM.pdf


71 

 

Robinson, Dylan. 2020. Hungry Listening: Resonant Theory for Indigenous Sound 
Studies. University of Minnesota Press. 

 
Rodríguez, Clelia O. 2018. Decolonizing Academia: Poverty, Oppression, and 

Pain. Fernwood Publishing. 
 
Rojas, Juan S, host. (n.d.) Cumbia podcast. Indiana University Libraries. Podcast, 

28 min., 50 sec. https://libraries.indiana.edu/cumbia. 
 
Santamaría Delgado, Carolina. 2007. “El Bambuco, los Saberes Mestizos y la 

Academia: Un Análisis Histórico de la Persistencia de la Colonialidad en 
los Estudios Musicales Latinoamericanos.” Latin American Music Review / 
Revista de Música Latinoamericana. 28 (1): 1–23. 
http://www.jstor.org/stable/4499322.  

 
Shifres, Favio D., and Daniel Gonnet. 2015. “Problematizando la Herencia 

Colonial en la Educación Musical.” Epistemus Revista de Estudios en 
Música, Cognición y Cultura. 3 (2): 51-67. 
https://doi.org/10.21932/epistemus.3.2971.2.  

 
Shifres, Favio D., and Guillermo Rosabal-Coto. 2017. “Hacia una Educación 

Musical Decolonial en y desde Latinoamérica.” Revista Internacional de 
Educación Musical. 5 (1): 85-91. https://doi.org/10.12967/RIEM-2017-5-
p085-091.  

 
Silpayamanant, Jon. 2020. “Classical Music and its Slave Orchestras.” Mae Mai. 

Accessed May 28, 2025. 
https://silpayamanant.wordpress.com/2020/07/30/classical-music-and-
its-slave-orchestras/.  

 
Small, Christopher. 1998. Musicking: The Meanings of Performing and Listening. 

Wesleyan University Press. 
 
Thorin, Suzanne E. 1987. International directory of braille music collections. 

National Library Service for the Blind and Physically Handicapped. Library 
of Congress. 

 
Valencia Valencia, Leonidas. 2021. Repertorio Musical del Pacífico para Formato 

Cámara “KILELE”. ASINCH. Opciones Gráficas Editores. 
https://www.asinch.org/copia-de-proyecto-editorial.  

 
Valencia Valencia, Leonidas. 2021. La Chirimía Chocoana: Un Formato 

Emblemático del Pacífico Colombiano. ASINCH. Opciones Gráficas 
Editores. https://www.asinch.org/copia-de-proyecto-editorial.  

 
Wade, Peter. 2000. Music, Race, and Nation: Música Tropical in Colombia. 

University of Chicago Press. 
 
Walsh, Catherine (ed.). 2013. Pedagogías Decoloniales: Prácticas Insurgentes de 

Resistir, (Re)existir y (Re)vivir. Ediciones Abya Yala. 

https://libraries.indiana.edu/cumbia
http://www.jstor.org/stable/4499322
https://doi.org/10.21932/epistemus.3.2971.2
https://doi.org/10.12967/RIEM-2017-5-p085-091
https://doi.org/10.12967/RIEM-2017-5-p085-091
https://silpayamanant.wordpress.com/2020/07/30/classical-music-and-its-slave-orchestras/
https://silpayamanant.wordpress.com/2020/07/30/classical-music-and-its-slave-orchestras/
https://www.asinch.org/copia-de-proyecto-editorial
https://www.asinch.org/copia-de-proyecto-editorial

