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Part 1: The research 

1 Introduction 
Last September I wrote a review1 of Pierre-Laurent Aimard’s Hommage à Messiaen.2 
Although I was not touched, I was impressed. He recedes to the background and lets the score 
do the job for him as he plays the opening of La Colombe, the first of Olivier Messiaen’s 
Préludes.3 He lets the musical drama be played out in strict rhythm; one could even say that it 
is static. As there are no deviations in tempo, Aimard breathes ubiquitous eternity into it, as if 
the piece was a premonition of Louange à l'Éternité de Jésus4 or Regard du Père.5 Paired with 
his absolute clarity in distinguishing the voices, listening to Aimard’s interpretation is like 
having the score summoned as a timbral tableau.  

Even so, despite the just written favourable adjectives, I had a hunch that there was more to 
the music than what Aimard presented. I tested it against Håkon Austbø’s recording6 of the 
same piece, and the transformation of styles was like travelling from the Old to the New 
Testament. The Norwegian used a lot of agogics in his interpretation, but not in an organic 
fashion. At first it seemed edgy, but as I listened into the recording I found that he utilized 
three contrasting types of rubato to underscore the three layers of the composition. Whereas 
Aimard differentiated the layers through dynamics only, Austbø gave the three layers 
independent gestalts suited for their idiosyncratic expressions. Through keeping the score in a 
constant vertical balance, i.e. through neither varying the voices through tempo nor timbre, 
Aimard stopped time. Austbø, on the other hand, presented a dynamic understanding of the 
score that was diametrically different from Aimard’s.  

When the review was written, my poked curiosity was itching and I could not keep myself 
from scratching the rash. The problems that arose from the two interpretations simply 
mesmerized me. If two interpretations voice opposite expressive features, how can we then 
speak of musical works as if they have expression qua notation? I have always advocated that 
music on paper is barely music; it must be interpreted to turn into its potential. That is a 
problematic view as the potentials inevitably will be presented differently. My problem now 
was that I had articulated potentials of a work that were not just different but opposite. 
Although I find that musicians and their competency are largely underestimated in 
musicology, I am not proposing that music or a score can be reduced to any interpretation, no 
matter how successful. An interpretation must always relate to the score, but how could these 
two diametrically different interpretations be signifiers of the score? I believe now that the 
question was wrongly put. 

                                                 
1 Magnus Andersson, "«Austbø er Gud»," Morgenbladet, 2008-09-19 2008. 
2 Pierre-Laurent Aimard, Hommage à Messiaen (477 7452: Deutsche Grammophon, 2008). 
3 Olivier Messiaen, Préludes (Paris: Durand, D. & F. 118431). 
4 Olivier Messiaen, Quatour pour la fin de temps (Paris: Durand, D. & F. 13,091). 
5 Olivier Messiaen, Vingt Regards sur L'enfant-Jésus (Paris: Durand, D. & F. 13,230). 
6 Håkon Austbø, Piano Music Vol. 3 (8.554090: Naxos, 1999). 
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2 Delineating the project 
What if we give up the idea that the written score is our primary entrance point into musical 
works? What if we see interpretations as the origin of our understanding of music? What if we 
let interpretations influence the theories and methods we need to write musicology? What if 
we attempt to voice questions that the musician asks when facing a score rather than the 
questions that a musicologist asks? What if we let those questions be put at centre stage and 
let performances inform us upon how the score is to be understood? 

2.1 Methodological and theoretical challenges, and results I 
There can be no clear distinction between theory, method or findings in this project. It does 
not aim towards developing a singular methodology which will render the same results with 
repeated experiments. Developing a methodology is rather about discussing the theoretical 
foundations on which our empirical interpretations of interpretations stand. The 
interpretations inform us about which theory/methodology we need, and how the 
methodology/theory develops will in turn change how we look for information in 
performances. Discussing the reciprocal attachments between these epistemological fields is a 
research result in itself. There is thus no theory that first needs to be unequivocally established 
in order to then discuss the empirical finding. As a consequence of this, I will not make any 
clear distinctions between theory, method or results.  

2.2 Methodological and theoretical challenges, and results II – taking the 
musician’s point of view 

A basic challenge for my research is to always take particular interpretations as my vantage 
point. I wish to show examples of how particularities not only inform or exemplify our 
understanding in general terms, but I wish to show examples of where new theories are called 
for because particular aspects of the performances under scrutiny cannot be encompassed 
within traditional interpretations of the work. That is why I suggest that we posit 
interpretations as our signified.  

We cannot ignore the fact that the musician begins his artistic encounter with the music 
through the score. I do not suggest that any performance is a valid or good performance or 
that we should read performances as scores. What I do suggest is that by first examining the 
interpretation we will ask different questions than traditional musicology does. By asking our 
research questions to the performance, regardless of prior musicological assumptions, we will 
give primacy to the questions that the musician asks from music in her everyday activity.  

Setting the interpretation in the front seat will also serve to produce philosophical theory that 
not only legitimizes the musician’s co-creative skills as a primary source of knowledge, but it 
will show that such knowledge should be posited as a primary feature that is constitutive of 
our understanding of what a musical work and music as such is. This knowledge is dependent 
on the musician’s primary encounter with the score. This research project assumes that we can 
access that knowledge through positing interpretations as our primary objects of research.  

2.3 The material and output I – interpretation as theory  
The first material to examine in terms of interpretations-as-the-signified is Austbø’s and 
Aimard’s interpretations of La Colombe, and also their interpretations of the cycle as a whole. 
This will be done through providing in-depth criticism of the two interpretations. How aspects 
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of interpretation can be voiced is favoured rather than making measurements of the sound that 
are remote from the experience of a listener. Through articulating differences in the language 
of the musician, i.e. by discussing differences in rubato, voicing, phrasing, etc., we arrive at a 
language to discuss differences and possibilities in interpretations of the pieces. As 
mentioned, these differences are diametrically opposite. Therefore I wish to discuss how we 
can deal with the discrepancy between the two mentioned performances from a theoretical, 
methodological and philosophical point of view, i.e. I wish to discuss which bearing the 
empirical findings has on theories of performance and musicology. 

2.4 The material and output II – interpretation as knowledge 
I will then discuss Yvonne Loriod’s7 and Peter Hill’s8 recordings of the Préludes. The 
preliminary discussion of Austbø’s and Aimard’s recordings serves to delineate some 
important theoretical and methodological problems concerning any discussion about 
performances. It is a theoretical work, but one where “the artist makes the difference”,9 i.e. 
where our findings are different than what we would arrive at had we merely worked with 
reading the score at our desk. But theory is only the preliminary stage that helps us discuss the 
workings of interpretations. Discussing all the four mentioned recordings will put the focus 
more on possibilities in interpreting Messiaen than on the methodological speculation leading 
up to conferring meaning upon statements about performance. Hill takes an impressionistic 
stance on La Colombe and Loriod plays it very down-to-earth with a percussive character of 
sound. The point is not to establish a historically authentic or a correct way of interpreting 
Messiaen; it is about scrutinizing interpretative choices. Even so, in order to understand the 
choices, the researcher must discuss how they work within the context of the interpretation, 
i.e. he must make value judgements. It is worth noting in this context that all the mentioned 
pianists are informed by Messiaen himself about how to interpret his works. Despite this they 
interpret his work very differently. Other recordings may be discussed also. 

2.5 Methodological and theoretical challenges, and results III – the artistic 
and co-creative musicologist 

The musicologist that researches performances must be able to make value judgments that 
find resonance among experienced and informed musicians and listeners. We must be able to 
describe which characteristics of a performance that distinguishes an interpretation of a master 
musician from an average conservatoire student, and we must point out which aspects are 
essential and which are contingent. The selection of aspects/musical parameters that are 
discussed in particular performances are selected through the musicologist’s artistic listening 
experience, which in turn is often informed by his own hands-on experience with the music 
(see Section 2.10). As the relevant aspects of an interpretation are chosen on the basis of the 
effect they have, the musicologist makes overt value judgements in his practice. 

                                                 
7 Yvonne Loriod, Messiaen: Petite Esquisses Oiseaux, Préludes, Etude de rythme (ECD 71589: Erato, 1988). 
8 Peter Hill, Messiaen: Preludes and several other works (RRC2056: Regis, 2003). 
9 This is used by the Orpheus Instituut/ORCiM as a slogan for their research. See for instance: 
http://www.youtube.com/watch?v=OO1Ez2F8kgg (accessed 2009-08-31) 
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2.6 The material and output III – interpretation as qualities rather than 
fixed features 

I will also perform similar analyses of interpretations of later works of Messiaen, most 
prominently Vingt Regards and Catalogue d’oiseaux.10 These will be examined in a two way 
process. I will attempt be the critical, artistic, and co-creative musicologist that I propose that 
every researcher on performance must be, and thus isolate which aspects that govern the 
success of particular performances. I will also make comparative analyses between my 
previous findings and how the same or other performers interpret those pieces. As I believe to 
be able to discuss, say, the dynamic/fluent manner of Austbø’s interpretation of La Colombe 
or the impressionistic qualities of Hill’s interpretation of the same piece,11 I will discuss how 
such categories apply to later works of Messiaen. It is important here that my research will not 
rest upon identifying a part of an interpretation into one or the other category. The point will 
always be how the modes and individual aspects of an interpretation are carried out in 
performance, somewhat in the vein that was hinted at in the beginning of this proposal. 

2.7 Methodological and theoretical challenges, and results IV – relating to 
the score through trial-and-error 

A basic premise for my research is that the musician’s activity is first and foremost a process 
of trial-and-error. The musician’s primary concern is how the music sounds. An idealistic 
analysis may be inspirational for the musician to find her expression, but I believe that unless 
the musician can make the analysis sound, the analysis must be considered secondary to the 
actual interpretation. The expression is rather found through trial-and-error, and what is under 
scrutiny is the sound of the music. With such an attitude our focal point on a ritardando 
should not be as a structural marker, that is: as a signifier of the score. Instead, the meaning of 
the ritardando is how it is shaped. Our musicological discussion should thus turn from that a 
ritardando occurs to how it is manifested in particular performances. The shape in an 
interpretation (the ritardando) cannot be severed from the score. 

2.8 Methodological and theoretical challenges, and results V – limits of 
ideal analysis and possibilities in performance 

The above mentioned attitudes can contribute to unconventional ways to understand the score 
from a musicological perspective. The score cannot be accessed as a neutral raw material. 
Performers will present interpretations that calls for different analyses of the score, and we 
could see the theorists’ analyses as an artistic process (where aspects are chosen before 
others) similar to what the musician does. Aimard’s performance could be analyzed in terms 
of harmonic structure. The static interpretation corresponds to Messiaen’s use of one single 
mode (2.2) in the opening of La Colombe. On the other hand, if one took to harmonic analysis 
to discuss Austbø’s interpretation, one could not account for how he varies the texture and 
gives different shapes to the three voices of the opening of the piece. The two performances 
thus point to very different aspects of the music as constitutive of its expression. Aimard’s 
interpretation is in concord with a most traditional harmonic analysis of the piece, whereas 
Austbø’s interpretation rather calls for an analysis of texture and gesture. The performances 
                                                 
10 Olivier Messiaen, Catalogue d'oiseaux (ten pieces in six volumes) (Paris: Leduc, 1964). 
11 What is of interest is not that I have an impression that Hill plays the music impressionistic, but how he 
balances the layers of the music, the soft timbre he plays with, etc. 
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thus show the limitations of ideal analysis. Austbø does not change the fact that the opening 
of La Colombe is written in mode 2.2, but that is not what primarily gives his interpretation its 
expression. Not all aspects of a score can be signifying of the expression of an interpretation. 
The features that we identify as significant to render a particular expression are not 
necessarily easily compatible with established methods of analysis. Some analytical methods 
will fail to grasp which aspects of music that particular performers emphasize. An analysis 
can be a pointer that helps the performer to find his expression, but it may also be that an 
analysis misses important features of the music that a particular musician finds to be the most 
artistically convincing of a score. 

2.9 Methodological and theoretical challenges, and results VI – expressive 
musicology 

If performances govern which parts are essential to analysis, we will contribute at a 
musicology that focuses on expression. What is analyzed is not the inherent expression of the 
musical structure that is then signified through a performance, but we hear and experience the 
expression before we look into the score and ask which features of the score that brought the 
expression about. Questioning and voicing the expression of a performance thus turns 
intrinsic to make any utterance about the structure of music as the expression points towards 
which aspects are of greater or lesser importance. 

2.10 Methodological and theoretical challenges, and results VII – the co-
creative musicologist again 

As mentioned, that something occurs in music (e.g. a ritardando) is secondary to how it is 
performed. How, i.e. the expression, is not (merely) a matter of thought but a product from the 
musician’s physical involvement with the music. I will therefore devote a part of my research 
time to practice the pieces that I discuss. Although the features that I isolate must be salient 
merely from listening (I deal with the effect that interpretations have), I believe that through 
playing the pieces I will be even better equipped to identify moments and places of 
expression. Through practice I will also gain a better understanding of the physical 
possibilities inherent in a score. I will have a possibility to try different degrees of expression 
(more or less ritardando with different forms), and these variants can be demonstrated at 
lecture-recitals. I wish to point out that my ambitions with the piano are modest. My 
involvement with the piano and the Messiaen pieces is supportive of my research. I do not 
aim at developing skills by the instrument that could be considered as research per se. 

2.11 Methodological and theoretical challenges, and results VIII – music 
history and history of interpretations 

Pointing out the relations between different manners of interpreting Messiaen will create an 
intricate web of references. The research will principally deal with two different historical 
perspectives.  
i) The first one relates different performances from different times to each other. It is not an 
objective to establish which manners of playing that may have been in vogue in different 
times and thus discuss styles of playing, but by merely relating different manners of playing 
and look at likenesses and differences, we will gain a richer language to discuss possible ways 
of interpreting Messiaen’s music.  
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ii) The second historical way of contemplating the different manners of interpreting Messiaen 
concerns how we understand him in a perspective of music history. As Hill plays the Préludes 
in an impressionistic manner, his interpretation exemplifies the common held opinion about 
from where Messiaen got his influences at that time, namely from Debussy. If we instead look 
towards the sound of Loriod’s recording, and the two other pianists, we will find that their 
interpretations may show features of Messiaen’s later style latent in the Préludes. I have 
already mentioned the questions of whether Aimard’s serene expression was a premonition of 
some of Messiaen’s later static pieces that relate to the idea of eternity. Austbø’s unparalleled 
way of characterizing the different layers of the monomodal texture resembles the 
independence that Messiaen gave the different layers of music after he had established the 
polymodal theories described in his treatise.12 Discussions concerning the interpretations thus 
have influence on how Messiaen is understood in a historical perspective. 

2.12 The material and output IV – practicing listening and writing skills 
Parallel with working on interpretations of the mentioned pieces, I will write smaller semi-
artistic pieces of music criticism that bring up one or a few aspects of particular 
interpretations. These will focus on other Messiaen pieces but even more will they discuss 
pieces from other composers. Writing this criticism could be compared to the scale-work of a 
musician. As a musicologist that researches interpretation I believe that I must constantly 
work on developing my ears and my ability to hint at my findings in language. If the work is 
unsuccessful, then it will even so serve to strengthen my artistic listening. If it is successful it 
could turn into the raw material of another book about interpretation. Some of this work will 
be formatted to be published in popular media, such as Morgenbladet, Musikk-Kultur, Nutida 
Musik, Parergon, Klassisk Musikkmagasin, and other publications to which I have 
contributed extensively already. I will also attempt to have more pieces published in relevant 
English popular magazines. 

2.13 Summary 
I wish to discuss performances of Messiaen’s Préludes. Through Austbø’s and Aimard’s 
recordings of La Colombe, I wish to articulate several fundamental questions to music 
research on performance. These will be discussed in a theoretical and methodological 
perspective. The analysis of their performances also serves as an opening to what the research 
ultimately aim at, namely to be able to voice the effect of performances and to discuss choices 
of interpretation as knowledge. This perspective will be enlarged through discussing Hill’s 
and Loriod’s recordings of the same piece, and also through making analyses and 
comparisons with Vingt Regards and Catalogue d’oiseaux. This work will result in a book.  

In addition to this book, I will produce semi-artistic written “etudes” of criticism that 
highlight aspects of interpretation that the co-creative musician can trigger with the listener.  

3 Innsatsområde A (and B/C) 
The research project is related to “Innsatsområde A: Den medskapende musiker” from several 
aspects.13 Most central is my suggestion to posit interpretations as our signified. This is not 

                                                 
12 Olivier Messiaen, The technique of my musical language (Paris: Leduc, 1974). 
13 All quotes in this section are from: www.nmh.no (accessed 2009-08-31) 
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only an upgrade of the musician’s competency, but it furthermore points towards several 
aspects where the musician’s interference with the score/music is not compatible with an ideal 
understanding of the score. Thus the musician’s role is co-creative. The mission statement of 
Innsatsområde A mentions “erfaringskunnskap, nyorientering og refleksjon sammen med 
kunstnerisk intuisjon”. My project attempts to pin down erfaringskunnskap and kunstnerisk 
intuisjon and it attempts to reconstruct in general terms how the musician reflected upon 
artistic choices which at best can lead to a re-orientation “ved fortolkning av den musikalske 
teksten”. As those aspects of interpretation meet, the musician makes “musikalske valg” that 
are “implisitt”. These “kan også uttrykkes eksplisitt.” My attempt to explicate everyday 
questions that the musician deals with is a correlate to the possible explication of knowledge 
that the mission statement speaks of. The mission statement also mentions a movement from 
the particular to the general in the sense of understanding the general from particulars (c.f. my 
basic challenge to always discuss the bearings that particular interpretations have on 
theory/philosophy/aesthetics): “Ved å sette interpretasjonsprosesser i focus [I interpret this as 
an opening for discussion on particular processes], vil kunstnerisk utviklingsarbeid og 
forskning innen dette innsatsområdet bidra til en større forståelse av utøverens kreative og 
medskapende virksomhet”. The mission statement furthermore mentions a movement from 
score to interpretation: “fra musikalsk tekst til et offentlig tilgjengelig kunstnerisk uttrykk”. I 
do not wish to contest that the musician’s practice assumes that movement, but I believe that 
if the musicologist is to close in on that process it must be untwined through the opposite 
movement, i.e. from interpretation to score. 

I thus believe that my research project is firmly positioned within Innsatsområde A. My 
major contribution will be to discuss particular co-creative practices and to develop theories 
that posit the workings of the co-creative musician within a musicological discourse. 

I have not related to the main research areas of Innsatsområde A, “De to "wienerskolenes" 
virkningshistorie og kreative forgreninger i Norden”, because this research is restricted to the 
years 2008-2010. I note that my project could contribute to “Dokumentasjon av og forskning i 
utøvende musikktradisjoner: En studie i norske utøveres verker i tiden 1945 – 2000”; and 
several aspects of my research relate to “Fra modernisme til postmodernisme” – in particular 
my discussions on the work concept and which impact an interpretation can have on our 
historical understanding of the Préludes in relation to later works by Messiaen. 

My project could have relevance for Innsatsområde B through articulating the tacit 
knowledge of the musician. This could have bearings on “praksisfelt slik som 
grunnopplæring”, “institusjonenes arbeid med utdanningskvalitet; and by giving voice to the 
seemingly abstract knowledge of the musician: “samarbeidet mellom det kunstneriske og det 
vitenskapelige personalet” could also be strengthened.  

The project furthermore has two clear points of reference to Innsatsområde C. Several of the 
projects in Innsatsområde C upgrade the musician’s competency (c.f. the projects within 
“Interaksjon og nye klangmuligheter” and “… møtet mellom musikere, komponister og 
improvisatører…”). Also, part of the theories that I elaborate concerning the co-creative 
musician is easily transposed onto: “musikalsk nyskaping og fornyelse” in general – no matter 
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this happens between the musician and the score or between the composer and musicians.14 
My research will not be altered to fit either Innsatsområde B or C, but my highlighting of the 
issues that we share may be an asset to the research community at NMH. It may also provide 
me with ample opportunities to discuss my research with colleagues. 

4 Rounding off 
There are still several unanswered questions concerning the form of the research project, and 
the theories and methods that are employed. Most of all this concerns what kind of knowledge 
the research project aims at bringing out of the two performances. By discussing the 
theoretical background, some of the key positions I take will be clearer. I also aim at pointing 
out the strength and necessity of the project, how I can make the claims that I do, and finally 
to clarify what it actually is that I research. 
 

  

                                                 
14 I have discussed this extensively with Professor Ivar Frounberg and I have lectured on the matters for the 
researchers at Kunstnerisk Utviklingsprogram (ref. Peter Tornquist). 
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Part 2: Background and prospects 

5 ‘Work’ without the performer 
Proposing a view of the ‘work’ concept where the musician and interpretations are put at 
centre stage challenge two fundamental Western ideas.15 One is dualism and the other is the 
concept of ‘work’. The former governs our thoughts and logical reasoning. Dualism is 
fundamental to affirm strict identities of matters with boundaries towards what is not 
ostensibly intrinsic. The latter, our two hundred year old concept of ‘work’, concentrates on 
the idealistic consequences of (Platonic) dualism. Not unlike the idea that concepts exist as 
Ideas and that all manifestations are bleak shadows of the true ideal reality; works are almost 
considered as divinely inspired ideal entities that can only be hinted at through the genius of 
the performer. To understand how the performer has been and is still neglected, we need to 
understand this background. 

The Platonic/Cartesian dualism16 has been and is the doxa,17 episteme,18 or paradigm19 that a 
priori conditions our thoughts. A Platonic view of what a musical work is is even today 
explicitly discussed among analytic philosophers. Peter Kivy with his “extreme Platonism”20 
see the work as a discovered idea, whereas Jerrold Levinson sees it as a created idea.21  

To understand how the dualism has been understood in late history, we are better off to turn 
towards Lydia Goehr22 and Carl Dahlhaus.23 They are both preoccupied with discussing how 
the ‘work’ concept emerged around 1800, and Goehr is explicit that not even a composer like 

                                                 
15 In his book on aesthetics, Colin Lyas makes a similar generalization as I do, claiming: “What is so striking 
[…] is that virtually the whole of this century has been characterized by the attempt to eliminate any reference to 
the artist.” Colin Lyas, Aesthetics (London and New York: Routledge, 1999), 205. A sorrowful indication of the 
poor status of the performer is found – or rather not found – in the four dictionaries Grove Music Online, The 
Oxford Dictionary of Music, The Oxford Companion to Music, and Encyclopedia of Popular Music. None of 
them even has ‘musician’ as an independent entry (accessed 2008-10-10) 
16 Plato and C. J. Rowe, Phaedo (Cambridge: Cambridge University Press, 1993).; René Descartes and Stephen 
Voss, The passions of the soul (Indianapolis, Ind.: Hackett, 1989).; and: René Descartes, "Description of the 
Human Body," in The world and other writings, ed. Stephen Gaukroger (Cambridge: Cambridge University 
Press, 1998). A thorough discussion on Platonism in music is found in: Lydia Goehr, The Imaginary Museum of 
Musical Works. An Essay in the Philosophy of Music (Oxford: Clarendon Press, 2002), Chapter 2.  

Whitehead’s remark that European philosophical tradition “consists of a series of footnotes to Plato” is an 
account of how deeply rooted Platonism is in our culture. Alfred North Whitehead, David Ray Griffin, and 
Donald W. Sherburne, Process and reality: an essay in cosmology : Gifford lectures delivered in the University 
of Edinburgh during the session 1927-28 (New York: Free Press, 1978), 39.  

Even Saint Paul the Apostle could be taken into this argument with his strict (Platonic) division of reality into 
spirit and flesh. This Christian idea is widespread even in the most secularized West. 
17 Roland Barthes, "Tekstteori," in Moderne litteraturteori. En antologi, ed. Atle Kittang, et al. (Oslo: 
Universitetsforlaget, 2001). 
18 Michel Foucault, The order of things: an archaeology of the human sciences (London: Routledge, 2002). 
19 Thomas S. Kuhn, The structure of scientific revolutions (Chicago: University of Chicago Press, 1996). 
20 Peter Kivy, The Fine Art of Repetition: Essays in the Philosophy of Music (Cambridge: Cambridge University 
Press, 1993).: Peter Kivy, Introduction to a Philosophy of Music (Oxford: Clarendon Press, 2002). 
21 Jerrold Levinson, Music, Art, and Metaphysics: Essays in Philosophical Aesthetics (Ithaca, N.Y.: Cornell 
University Press, 1990). The idea is also elaborated, although not mentioned explicitly, in: Jerrold Levinson, 
"What a Musical Work is," Journal of Philosophy, no. 77 (1980). 
22 Goehr, The Imaginary Museum. 
23 Carl Dahlhaus, The idea of absolute music (Chicago: University of Chicago Press, 1989).; Carl Dahlhaus, 
Nineteenth-century music (Berkeley: University of California Press, 1989). 
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John Cage could overturn the regulating confinements of the work concept.24 As a 
consequence of such an understanding of the ‘work’ concept, numerous musicologists, like 
Eduard Hanslick,25 Carl Dahlhaus,26 and Heinrich Schenker,27 and a music philosopher like 
Theodor W. Adorno,28 explicitly equal musical understanding with specialist knowledge 
relating to one’s ability to read the score. Even the most radical (some would say “creative” or 
even “humorous”) interpretations that New Musicologists have made turn towards the work 
qua score to argue their case.29 Even though contextualists among philosophers of music see 
non-musical phenomena as constitutive of the ontology of the work, they attempt to root their 
argument in the structure of the work.30 

Now, I have mentioned a whole lot of musicologists and philosophers in the same breath, 
and what unites all of these, with the exception of the New Musicologists, is that they see the 
finite and written work as primary and performances as signifiers.31 They may have different 
views on where the ergon ceases to be and the parergon takes over, but their studies even so 
take the written work as their absolute centre from which knowledge and interpretation 
radiate. Even Goehr’s discussion of the concept of ‘work’ is not an exception here. The 
consequence of her theory is that ‘history’ turns into an intrinsic constitutive element of the 
‘work’. 32 Even if our articulation of history and thus history as such change, the ‘work’ is still 
the reference point. 

With post-structuralism and reader/response-criticism, the faith in the work as an objective 
structure is lost. The ‘text’ – that must be read and experienced, in opposition to the ‘work’, 

                                                 
24 Goehr, The Imaginary Museum, Chapter 9. 
25 Eduard Hanslick, The Beautiful in Music (Indianapolis and New York: The Bobbs-Merrill Company, 1957).; 
and: Eduard Hanslick, Hanslick's Music Criticisms, trans. Henry Pleasants (New York: Dover Publications Inc., 
1988). 
26 Carl Dahlhaus, Analysis and Value Judgment (New York: Pendragon Press, 1983).; and: Carl Dahlhaus, 
Foundations of Music History (Cambridge: Cambridge University Press, 1997). 
27 Heinrich Schenker and William Drabkin, Der Tonwille: pamphlets in witness of the immutable laws of music : 
offered to a new generation of youth (New York: Oxford University Press, 2004). 
28 Theodor W. Adorno, Einleitung in die Musiksoziologie. Zwölf theoretische Vorlesungen (Frankfurt am Main: 
Suhrkamp, 2001). Adequate listening is determined by objective structural features in the music, and the expert 
listener is supposed to be able to identify and name these features at his first encounter with a piece like 
Webern’s Stringtrio. See also: Theodor W. Adorno, Philosophy of Modern Music (New York and London: 
Continuum, 2004). It is worth noting that Adorno uses the word ‘reproduction’ for performance: Theodor W. 
Adorno, Towards a Theory of Musical Reproduction (Cambridge: Polity Press, 2006). 
29 McClary’s Beethoven and rape controversy ought to be the most famous example. See: Robert Fink, 
"Beethoven Antihero. Sex, Violence, and the Aesthetics of Failure, or Listening to the Ninth Symphony as 
Postmodern Sublime," in Beyond structural listening? Postmodern modes of hearing, ed. Andrew Dell'Antonio 
(Berkeley: University of California Press, 2004). 
30 Stephen Davies, Musical Meaning and Expression (Ithaca: Cornell University Press, 1994).; Levinson, Music, 
Art, and Metaphysics: Essays in Philosophical Aesthetics.; Robert A. Sharpe, Music and Humanism (Oxford: 
Oxford University Press, 2000).; Kendall L. Walton, Mimesis as Make-Believe: On the Foundations of the 
Representational Arts (Cambridge: Harvard University Press, 1990).; Kendall Walton, "Listening with 
Imagination: Is Music Represenational?," in Music and Meaning, ed. Jenefer Robinson (Ithaca and London: 
Cornell University Press, 1997). 
31 John Rink opens his article “Analysis and (or?) performance” with referring to Leonard Meyer and Eugene 
Narmour as representatives of the commonly held view that musical performance in one way or another always 
includes analysis, however “intuitive and unsystematic it may be” (Meyer) or that it is explicit to the extent that 
that musical structure must be understood in order to plumb the music’s “aesthetic depth” (Narmour). John Rink, 
"Analysis and (or?) Performance," in Musical performance: a guide to understanding, ed. John Rink 
(Cambridge: Cambridge University Press, 2002), 35. 
32 See also: Lydia Goehr, "Writing Music History," History and Theory: Studies in Philosophy of History 1992.; 
Dahlhaus, Foundations of Music History.; and: Levinson, "What a Musical Work is." 
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which is finite and stable – is drawn into focus.33 Without the emergence of post-structuralism 
it would be hard to imagine the raise of New Musicology. In one important sense their project 
bears a striking resemblance to what I propose here. They manage to ask new questions to the 
music by asking those questions regardless of what an initial analysis of the work reveals. 
This is what has rendered them most criticism, well summed up in Leo Treitler’s lamentation 
that what they write: “says nothing, and in saying nothing seems to offer us simply an exposé 
for its own sake.”34 This criticism will be thoroughly read to help me counter future criticism 
of my work. 

The most organized and impressive study centre for performance has been CHARM, which 
has now come to an end. Taking the ‘performative turn’35 seriously in music, CHARM saw 
the need for a musicology of performance, and thus they turned towards recordings. When 
Nicholas Cook sums up the project he mentions two basic tenets of musicological 
infrastructure necessary to conduct the research, namely: on-line discographies and “software 
environments that would make it possible to work with recordings in the same sense as you 
work with scores at a desk.”36 Cook reveals that the questions have not changed. Using 
software may be a preliminary tool to understand interpretations, but if the musicologist 
primarily wants to voice the musician’s everyday activity, then he must use another language 
than that of measurements. The performance has turned into the new score. Also: the 
cataloguing activity is of course of help to researchers, but it does not voice the musician’s 
activities and questions to music.  

CMPCP could be seen as a continuation of CHARM and it will focus “musical performance 
as creative practice”.37 It launches in October 2009. 

On a most positive account, there is work done on the field. Several performing musicians 
have provided us with living and credible accounts of performance such as Alfred Brendel,38 
Gerald Moore,39 Daniel Barenboim,40 and Charles Rosen.41 There is also much research done 
lately by performers that format their work as dissertations and other academic publications, 
which is what has been done at NMH. There is also work done on theory, such as represented 
by the Sensuous Knowledge publications.42 Despite the work there is much bridging that 
needs to be done. We need methodology to know how to deal with the accounts of the 
mentioned masters and let their experience be considered as primary knowledge in research, 

                                                 
33 Roland Barthes, "From Work to Text," in Image Music Text, ed. Stephen Heath (London: Fontana Press, 
1977).; Julia Kristeva, The Kristeva Reader (ed. Torill Moi) (Oxford: Blackwell, 1986). Joseph Kerman 
mentions numerous unorthodox aspects that the theoretician could and should engage with, but the performer is 
absent from his analysis. Joseph Kerman, "How We Got into Analysis, and How to Get Out," in Write all These 
Down. Essays on Music (Berkeley and Los Angeles: University of California Press, 1994). 
34 Leo Treitler, "The Historiography of Music: Issues of Past and Present," in Rethinking Music, ed. Mark Everist 
Nicholas Cook (Oxford and New York: Oxford University Press, 1999), 375. 
35 ‘The performative turn’ within the arts is most importantly a theatrical movement. Some major works are: 
Richard Schechner, Performance studies: an introduction (London: Routledge, 2002).; Erika Fischer-Lichte, 
Ästhetik des Performativen (Frankfurt am Main: Suhrkamp, 2004).; and: James Loxley, Performativity (London: 
Routledge, 2007). 
36 Cook quoted from: http://images.cch.kcl.ac.uk/charm/liv/redist/pdf/2009newsletter.pdf (accessed 2009-08-31) 
37 http://www.cmpcp.ac.uk/ (accessed 2009-08-31) 
38 Alfred Brendel, Alfred Brendel on music: his collected essays (London: JR Books, 2007). 
39 Gerald Moore, Am I too loud?: memoirs of an accompanist (Harmondsworth: Penguin, 1962). 
40 Daniel Barenboim, Music Quickens Time (London: Verso, 2008). 
41 Charles Rosen, Piano notes: the hidden world of the pianist (London: Penguin, 2004). 
42 For an overview, see: http://sensuousknowledge.org/publications/ (accessed 2009-08-31) 



13 
 

and the theoretical work that is done needs to be elaborated further and integrated with the 
practice-based research that is done. 

6 The need for the turn 
Musicians are the persons within the world of music that spends the most time in direct 
contact with music as a sounding material. Not taking their competency seriously is not only 
naïve but we run the risk of missing the point of what music qua sound is about. 

We have learned that the relationship between the signifier and the signified is arbitrary.43 
Therefore it would be plausible to posit the score as the signified. As there can be many 
signifiers of the signified, we could easily explain how different interpretations can still spring 
out of the same score. But this view is problematic. It assumes that the score is a finite 
structure, like a rock. But the score is not to be equalled with its physical characteristics. 
Instead, the score acts in our cultural life. There is no universal, singular or original meaning. 
The meaning of the score is to find – here voiced through a few different branches of thought 
– in the difference,44 its place in the intertextual web,45 or how it functions in semiological 
systems that constitutes the sign. Different performances posit the work differently on the 
intertextual field, it balances the différance differently, and it constitutes different 
semiological systems. Understanding the score as the signified that many different 
performances can be signifiers of assumes that there is an ideal score that is not changeable. I 
propose that it is only through the act of producing meaning (‘signifiance’ in Julia Kristeva’s 
terms)46 that the score is conferred with meaning.47 

                                                 
43 Ferdinand de Saussure, Course in General Linguistics (Chicago and La Salle: Open Court, 2006), 67-69. 
Some of the most prominent works in musical semiotics are: V. Kofi Agawu, Playing with signs: a semiotic 
interpretation of classic music (Princeton, N.J.: Princeton University Press, 1991).; Eero Tarasti, A theory of 
musical semiotics (Bloomington: Indiana University Press, 1994).; and Jean-Jaques Nattiez, Music and 
Discourse. Toward a Semiology of Music (Princeton, New Jersey: Princeton University Press, 1990). 
From the perspective of this research project, semiotics is limited in that is focuses on the work rather than 
performances.  

Much closer to the aims of this project is sonology. Its musical analyses are based on listening. Contemporary 
auditive sonology may render different analyses from different performances, whereas the more original 
sonology was oriented towards generative theory. Lasse Thoresen, "Form-building Transformations," Journal of 
Music and Meaning 4  (2007).; Lasse Thoresen, "An Auditive analysis of Schubert’s Piano Sonata Op. 42," 
Semiotica 66-1/3  (1987). 
44 Jacques Derrida, "Cogito and the History of Madness," in Writing and difference (London: Routledge, 2001), 
75. 
45 Julia Kristeva, Desire in Language: A Semiotic Approach to Literature and Art (New York: Columbia 
University Press, 1980).; Barthes, "From Work to Text."; Barthes, "Tekstteori."; Graham Allen, Intertextuality 
(London and New York: Routledge, 2002). 
46 Julia Kristeva, "Revolution in Poetic Language," in The Kristeva Reader, ed. Torill Moi (Oxford: Blackwell, 
1986).; Julia Kristeva, "The True-Real," in The Kristeva Reader, ed. Torill Moi (Oxford: Blackwell, 1986).; and: 
Julia Kristeva, "Freud and Love: Treatment and Its Discontents," in The Kristeva Reader, ed. Torill Moi 
(Oxford: Blackwell, 1986). See also Barthes on ‘eroticism’, ‘jouissance’, and ‘jouir’ in: Roland Barthes, The 
Pleasure of the Text (New York: Hill and Wang, 1975). Barthes has expressed a grain of this in an explicitly 
musical context: Roland Barthes, "Musica Practica," in Image Music Text, ed. Stephen Heath (London: Fontana 
Press, 1977). Levinson’s concept “Performative Interpretation” is interesting in this context: Jerrold Levinson, 
"Performative vs. Critical Interpretation in Music," in The Interpretation of Music. Philosophical Essays, ed. 
Michael Krausz (Oxford: Clarendon Press, 1995). 
47 To use a famous example: when listening to Dietrich Fischer-Dieskau or Panzera, we do not find the essence 
of their interpretations through how they relate to quantifiable structural features of the music but rather through 
particular timbral qualities of their voices. From my point of view, this must be our point of departure, and from 
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The question then remains to which extent a performance is permanent and finite, and how it 
can function as a signified. With Ludwig Wittgenstein I claim that the meaning is the use of 
the phrases and gestures.48 Furthermore, the interpretation occurs through the performer, and 
the interpretation is shaped through a particular reading of the score. On the one hand, this 
view emphasizes the performance as our signified, but it also points clearly towards its 
interdependence on the score. In Roland Barthes’ terms, the meaning of the sign is comprised 
from both the signified and the signifier. Merely looking to the meaning of the signified, e.g. 
that a particular phrase is vivid or serene, is to make the meaning into an empty form, which 
in Barthes terms is the mistake that posits the signifier of the second semiological system (the 
mythological system). Seeing matters as a sign is to be aware of its history. Its history is 
comprised by the performer’s engagement with the score. 

Through my proposed method we can put the performance first without making the score 
contingent. We can contemplate what the performer does as primary knowledge, and we can 
regard performance as an intrinsic aspect of the work. These aspects all point towards that the 
musician not only can be co-creative, but perhaps even towards that the musician is co-
creative through all interpretation. A later question to answer is to which degrees she is co-
creative, which strategies to take to facilitate co-creativity, and whether or not there are more 
or less successful co-creative actions. For now we need to discuss the structure and force of 
the knowledge that the co-creative musician produces with her interpretations. 

7 Sensus communis – beginning to delineate the musician’s 
competency 

How can we voice the volatile and seemingly uncertain practical knowledge that the musician 
has, and which meaning and power does it have? I believe that most musicians have 
experienced that they can speak about music and how they relate to it, and although emotional 
responses to the same musical elements will vary greatly from musician to musician, the 
description of how those elements are handled in particular interpretations will be a 
knowledge that is common to most musicians. In his etymological discussion of techné 
Martin Heidegger speaks of “a manner of knowing”49 where the relation between subject and 
object is what comprises the knowledge. Such knowledge can literally be held in the hand.50 

                                                                                                                                                         
there we can discuss the score. Roland Barthes, "The Grain of the Voice," in Image Music Text, ed. Stephen 
Heath (London: Fontana Press, 1977). 
48 Wittgenstein’s arguments concern language and are found in the opening paragraphs of Ludwig Wittgenstein, 
Philosophical Investigations. Philosophische Untersuchungen [Parallel texts], trans. G.E.M. Anscombe (New 
York: The Macmillan Company, 1970). 
49 [eine Weise des Wissens], my translation from: Martin Heidegger, Der Ursprung des Kunstwerkes (Stuttgart: 
Philipp Reclam jun., 2003). This is much more elaborated in: Martin Heidegger, Being and time (Oxford: Basil 
Blackwell, 1962). Other famous examples from recent philosophy concerning knowledge as an inseparable 
relation between subject and object are Merleau-Ponty’s blind man’s cain: Maurice Merleau-Ponty, 
Phenomenology of Perception (London and New York: Routledge, 2002)., Sartre’s skier: Jean-Paul Sartre, Being 
and Nothingness. An Essay on Phenomenological Ontology (London: Routledge, 2001), 601.; Emmanuel 
Levinas, Totality and infinity: an essay on exteriority (Pittsburgh, Pa.: Duquesne University Press, 1969).; 
Martin Buber, I and Thou (London and New York: Continuum, 2004).; Beauvoir’s positing of the body as a 
situation: Simone de Beauvoir, The second sex (London: Vintage, 1997). 
50 The phrase could be understood as a wordplay on Barthes’ “the work can be held in the hand, the text is held 
in language” (Barthes, "From Work to Text," 157.), but I rather had David Sudnow’s research and excellent 
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With Michael Polanyi51 I attempt to widen the theoretically based concepts we have. In his 
elaboration of the workings of the imagination, Jean-Paul Sartre explains how the ostensibly 
volatile can be held in experience with a certain consistency.52 I wish to have even higher 
claims on what can be done with practical knowledge within our imagination than how Sartre 
believes that only what is put into the imagination can be accessed. One cannot in imagination 
see the back of an object that we have seen in reality. Music is different, and although we 
cannot find correct notes in our imagination that we have not heard in an interpretation or read 
in the score, we can model and mould interpretations in our minds and thus discursively 
reason with phrases and elements of music as if they were our ‘concepts’.53 Music is also 
different from verbal concepts in that it cannot have meaning unless it is tried against 
experience. The totality of practical knowledge and the unuttered circumstances in which we 
understand music on the background of our experience comprises a ‘sensus communis’.54 
This is only accessed by those that engage in the musical practice,55 and among musicians this 
knowledge is common. Knowledge is then built through experience and time; c.f. ‘phronesis’ 
and how one builds experiences to gain practical wisdom.56 This knowledge is what is taught 
in conservatoires around the globe and it differs from musicological knowledge in that the 
knowledge of the musician presupposes her long-term engagement as a practitioner. But even 
if this knowledge is shared it is not a linguistic-discursive knowledge, and there is thus no 
one-to-one relationship between practical and discursive knowledge. 

                                                                                                                                                         
book title in mind: David Sudnow, Ways of the Hand. The Organization of Improvised Conduct (Cambridge, 
Massachusetts: Harvard University Press, 1978). 
51 Michael Polanyi, The tacit dimension (Glouchester, Mass.: Peter Smith, 1983). 
52 Jean-Paul Sartre, The Psychology of Imagination (New York: Washington Square Press, 1966).; and: Jean-
Paul Sartre, The Imaginary: a Phenomenological Psychology of the Imagination (London and New York: 
Routledge, 2004). 
53 What saliently differs music from words is that the performative aspect is more pronounced in music than in 
language, and therefore music could always be considered as an ‘utterance’, i.e. we cannot understand the music 
qua concept without taking the context in which it is pronounced into account. Kevin Korsyn is one that has 
elaborated this the most, basing his research on Bachtin: Kevin Korsyn, "Beyond Privileged Contexts: 
Intertextuality, Influence, and Dialogue," in Rethinking Music, ed. Nicholas Cook and Mark Everist (Oxford and 
New York: Oxford University Press, 1999).; Kevin Korsyn, Decentering Music. A Critique of Contemporary 
Musical Research (Oxford and New York: Oxford University Press, 2003).; Kevin Korsyn, "Towards a New 
Poetics of Musical Influence," Music Analysis 10, no. 1/2 (1991).; Kevin Korsyn, "Review: Brahms Research 
and Aesthetic Ideology," Music Analysis 12, no. 1 (1993). Bachtin’s ideas are found in: Michail Bachtin and 
Michael Holquist, The dialogic imagination: four essays (Austin: University of Texas Press, 1981). The concept 
of ‘utterance’ is furthermore important to many structuralist and primarily post-structuralist philosophers like: 
Roland Barthes, Mythologies (London: Vintage, 1993). 
54 I will most of all draw upon: Immanuel Kant, Kritik der Urteilskraft (Frankfurt am Main: Suhrkamp, 1974), § 
18-22. His origin is: Aristoteles, De anima (Santa Fe, N.M.: Green Lion Press, 2001).; Kant’s interpretation is 
elaborated in: Hans-Georg Gadamer, Truth and Method (London and New York: Continuum, 2004), 17-27. 

As the knowledge I speak of is down-to-earth, shared and not a consequence of the calculating mind but a 
consequence of practical engagement in music, I will not discuss the knowledge in phenomenological terms. The 
idea of an eidetic reduction is remote from the epistemology I propose as the reduction too strongly assumes that 
there are essences to experience or study through perception. Perception is part of the type of knowledge I 
advocate, but that is only part of it. The practical knowledge can only arise through active engagement, through 
direct contact and attempts at modelling and changing the objects that the musician studies. 
55 Taste and aesthetic judgment presupposes a community with the power of definition. Danto elaborates it from 
a philosophical vantage point: Arthur Danto, "The Artworld," The Journal of Philosophy 1964.; Bourdieu from a 
sociological: Pierre Bourdieu, Distinction: a social critique of the judgement of taste (London: Routledge & 
Kegan Paul, 1984).; and Foucault has provided perhaps the most thorough critique of linguistic constructions 
such as taste: Foucault, The order of things: an archaeology of the human sciences. 
56 Gadamer, Truth and Method, 19. 
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With Frank Sibley I argue that we can point towards areas where one can make 
experiences.57 When one is instructed to listen for something in particular, then it must be 
tried in and through one’s own experience. The instruction in itself is not sufficient as an 
explanation to the workings of the music. Sibley is a neo-Kantian philosopher, which posits 
him well within the philosophical branches that are preoccupied with the idea of a sensus 
communis. Sibley believes indeed that we can come to agreements about aspects of music. He 
distinguishes between ‘non-aesthetic’ and ‘aesthetic’ features of art.58 The former can be 
described and measured and there should not be doubts whether we could come to an 
agreement about those or not. The latter must be interpreted in order to become meaningful. 
The latter are the ones that we can gain a common access to through pointing. A problematic 
aspect with Sibley’s theory is that the distinction between the aspects is not clear-cut. Trying 
to describe a phrase it is hard to use words, metaphors or adjectives that are neutral. It is even 
so relevant to discuss Sibley because the arguments of many musicologists are structured 
from the dichotomy that Sibely so aptly observed. I wish to turn him up-side-down. He says: 
“there are no non-aesthetic features which serve in any circumstances as logically sufficient 
conditions for applying aesthetic terms.”59 The question is structured with the assumption that 
the score is the natural point of departure. I say that we should rather see how aesthetic terms 
could be discussed in terms of the non-aesthetic terms of the score. It is not the aesthetic terms 
that constitute our understanding per se, but it is the shared aesthetic experience. The question 
is not then about how to go from terms to experience, but as the experience is shared, the 
question and discussion that should follow is to what extent the terms were adequate pointers. 

8 Musicology on the musician’s terms 
We can now return to the question about what research is and on which terms we can perform 
research on artistic processes such as interpretations. The fundamental problem with much or 
most scholarly work on interpretation is the logical form of the argument and the assumed 
epistemology that does not acknowledge the outlined artistic sensus communis as a primary 
source of knowledge. Even so, traditional researchers not only have a more thorough 
knowledge about theory and methodology than the musician, but they also have the power to 
define which theories and methods that are adequate in research on music. Musicians that 
research through their practice do have a responsibility to adapt their work to commonly held 
standards, but formulating those theories is primarily the responsibility of the 
theoreticians/aestheticians. Even so, the responsibility of the musicologist is to formulate 
these theories on the musician’s terms. With this I wish to make two points. First of all, the 
musicologist must question his own questions and give the musician’s questions primary 
attention. Secondly, the musicologist must always relate to practice when interpretations are 
researched. This demands an ability from the musicologist to be able to make artistic 
distinctions and mime the questions of the musician. As the theory is developed, the practice 

                                                 
57 Frank Sibley, "Aesthetic Concepts," in Approach to Aesthetics. Collected Papers on Philosophical Aesthetics, 
ed. John Benson, Betty Redfern, Jeremy Roxbee Cox (Oxford: Clarendon Press, 2001). 
58 Ibid.; and: Frank Sibley, "Aesthetic and Non-aesthetic," in Approach to Aesthetics. Collected Papers on 
Philosophical Aesthetics, ed. John Benson, Betty Redfern, and Jeremy Roxbee Cox (Oxford: Clarendon Press, 
2001). 
59 Sibley, "Aesthetic Concepts," 4. 
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based researching co-creative musician will have higher standards to live up to in terms of 
what is adequate research and not. Through my research on interpretations of Messiaen’s 
music, and through the theories, philosophy and method I discuss in that concurrence, I hope 
to be the above outlined musicologist that give the co-creative musician tools to develop as a 
researcher and musician. 
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Part 3: Bio and formalities 

9 Planned progression 
I am fully aware of that what I present here is a rather unorthodox progression plan. I believe 
that I am able to make up a plan that would adhere to common standards. Even so, I have 
chosen to write down a few words about how I finished my Master’s degree in a year and my 
doctoral dissertation in less than stipulated time. This is how I intend to work with my post 
doctoral dissertation as well. 

I have already written a 46 page essay which is a preliminary survey of the major questions 
that I wish to address.60 This essay is what will be expanded into the book, and as I leave the 
work with this prospectus behind me I will commence that work. I believe in writing from the 
very beginning of a research project. I usually do this through formulating full arguments 
rather than merely taking elaborate notes.  

As soon as possible I hope to outline the full dissertation, which is what I did prior to my 
first meeting with my supervisor of my doctoral dissertation. At that point I presented him 
with 180 pages of text, which basically was what I later expanded into the complete 
dissertation. I believe to have enough knowledge on the literature of this project – not to 
forget: enough hands-on experience with the music and interpretations that I discuss – in 
order to have a similar progression here. After making the rough draft, it will be clearer not 
only which literature I need to delve into but also how to write the final chapters of the work. 
In the first nine months I plan on expanding the essay into a rough manuscript of the entire 
work, and from there add the final parts, refine the dissertation, and work parts of my 
argument into articles.  

Conferences and seminars will be important to my work. As a doctoral student I attended 
many such events and although the papers have not been reworked into published articles, 
writing the papers and having feedback from colleagues was essential to sharpen my 
arguments. I plan on doing this as a post doctoral research fellow too. 

10 Network 
I am a researcher at ORCiM (Orpheus Research Centre in Music) in Gent. We are about 
fifteen researchers that regularly travel to Flanders to discuss research that put the musician, 
interpretation, and the act of creation first. The group is comprised by researching performers, 
professors and a few PhD-students. ORCiM will be indispensable for my research project. 

                                                 
60 Professor of aesthetics, Arnfinn Bø-Rygg, has written the following concerning my essay: “Magnus 
Anderssons essay «Turning from score to sound – scrutinizing the expression of five bars of Messiaen's music» 
er et manus på 46 sider (inkludert litteraturliste). Det kombinerer på en original, selvstendig og perspektivrik 
måte musikalsk analyse og interpretasjonsteori med estetisk teori/vitenskapsteori og metodisk refleksjon. 
Andersson viser i essayet ikke bare at han kan analysere musikalske forløp ned i minste detalj (noen takter fra 
Messiaens «La Colombe» i Préludes) gjennom sammenligning av Håkon Austbøs og Pierre-Laurent Aimards 
forskjellige interpretasjoner; han gjennomdrøfter også interpretasjonens status i forhold til partituret, 
dobbeltbetydningen av interpretasjon (henholdsvis fremførelse og (musikologisk) fortolkning), samt diskuterer 
dette i forhold til estetiske og vitenskapsteoretiske teorier (Nelson Goodman, Peter Kivy, Lydia Goehr, Eric 
Clarke o.a.). Dette siste gjøres både på en grundig og selvstendig måte. Andersson er godt opplest både på 
filosofisk estetikk og nyere musikkforskning.” 
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As a PhD-student I have presented my work at eleven international conferences, and I have 
made many valuable acquaintances on these occasions. Researching interpretation I also find 
it very valuable to travel as a music critic. 

With its performing and academic staff, not to forget the many research fellows, NMH is a 
leading institute on practice based research. 

11 Additional teaching 
It will be unproblematic to find tasks for the 15 % non-research part of the position. I have 
already taught Skrive20, Skrive 21, Muhist26/27, Tango20, and I have held other lectures and 
participated at seminars at NMH. I could also be used in many other of the present courses on 
historical subjects, and I can be used as a supervisor for students writing their Master’s thesis. 
I also have journalistic skills and enjoy leading debates and discussions about music and 
performance.  

12 Short bio 

Education/research: 
2006-2010 Norwegian Academy of Music: research fellow  
2008- Researcher at ORCiM, The Orpheus Instituut, Gent, Flanders, Belgium 
2003-2005 Universities of Oslo and Uppsala: courses in aesthetics 
2002-2004  University Colleges of Vestfold and Oslo: two-year program in non-fictional 

writing 
2003  University of Oslo: Master’s degree in musicology (hovedfag) 
1995-2002 Norwegian Academy of Music: Bachelor’s (four year) and a Master’s degree in 

piano performance 

Music related job experience: 
2008- Critic for DVDs in Klassisk Musikkmagasin 
2006-2007 Leader of the section for theatre, music, and dance critics in the Norwegian 

Critics’ Association 
2006- Norwegian Academy of Music: teaching courses in non-academic writing, John 

Cage and tango (dancing) 
1999-2006 Evangelical Lutheran University College, Oslo: teaching music history, piano 

and worked as accompanist 
2005- Morgenbladet: music critic 
2005 www.ballade.no: critic and journalist 
2004-2005 Manglerud secondary school for music: taught music history, piano, music 

management/performance and worked as an accompanist 
2003-2004 Telemark University College: lecturer in music 

Performance: 
-2005  Specialized in lecture-recitals involving other art forms, mainly focusing the 20th 

century, but I have done programs on older music too. Have done hundreds of 
these. 
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1999-2000 The Norwegian National Ballet: accompanist 
* Worked as a freelancer with dance accompaniment and choruses 
* Been a soloist with orchestras 
* Have commissioned works 
* Worked as an organist 

13 Publications 
Having recently submitted my doctoral dissertation, I have only written one academic article. 
This will be published in the fall of 2009:  

“John Cage as meta-composer”, in MetaCage. Essays on and around Freeman Etudes, 
Fontana Mix, Aria. Leuven: Leuven University Press, (forthcoming fall 2009) 

I have also written a quasi-academic book, Aller mest om å lytte, about listening. 
Vidarforlaget agreed in 2006 to publish it, but then I got my PhD-scholarship, and it remains 
therefore unedited and unpublished (hopefully, the financial crisis will not hinder them from 
publishing it). 

If we expand the academic genre to more popular articles about typical academic topics, I 
have then written more than a dozen extensive and published essays on topics like Boulez, 
provocation, contemporary Japanese music, Mozart and the concept of ‘genious’, Adorno, 
Cage, and more. 

I have written hundreds of reviews for Morgenbladet, Ballade, Nutida Musik, Klassisk 
Musikkmagasin, www.hanslick.com, Musikk-Kultur, Billedkunst, Stockholms Fria Tidning, 
Klassekampen and Västerbottens Folkblad.  

I have also been a journalist in Ballade, and I have contributed to the cultural debate in 
Aftenposten and Dagbladet. 

14 Conferences/seminars/workshops/other relevant travel: 
 
2009: 
June 11-14 Trondheim: The Future of Aesthetics, Annual Conference of the Nordic Society 

of Aesthetics. Paper: “Voicing the musician's choices - the performer's 
understanding of music and analysis”. Arranged at University of Trondheim. 

 
June 9-11 Lund: Musikvetenskap idag. Paper: “Establishing a historically informed 

performance practice of John Cage's 4’33’’ ”. Arranged at University of Lund. 
 
May 11-12 Oslo: Ear in Music I. Conference on listening. Paper: “Accepting the senseless – 

listening to John Cage’s music as a spiritual practice”. Arranged by: Norwegian 
Academy of Music. 

 
April 23-24 Gent: Seminar on "The Musician's Act of Creation" 

Presenting the paper: "How Cage structured creativity, why Bach was a follower 
of Cage, and how all this comes together in a general theory of creativity". 
Arranged by Orpheus Instituut/ORCiM. 
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Jan 9  Gent: Cage Study Day. Presented my ideas about Cage as a meta-composer. 

Arranged by Orpheus Instituut/ORCiM. 
 
2008: 
Sep 24-26 Solstrand: Sensuous Knowledge 5, Questioning Qualities. Paper: “Having a 

Cagean experience – establishing a historically informed performance practice 
of the works of John Cage” Arranged by: Bergen National Academy of the Arts. 

 
Aug 5-8 Oslo: 15th Nordic Musicological Congress 2008. Paper: “Cage’s Imitation of 

Nature in her Manner of Operation – Voicing Religion and Bringing Nature to 
Sound” Arranged by: Norwegian Academy of Music. 

 
May 29- Uppsala: Aesthetics and the Aesthetic, Annual Conference of the Nordic Society 
Jun 1 of Aesthetics. Paper: “Cage as metacomposer – on anticipation of density,  

texture and variation as a new compositional paradigm” Arranged at University 
of Uppsala. 

 
Jan 11-12 Seattle: 18th Annual Pacific Northwest Music Graduate Students Conference. 

Paper: “Cage and Assertiveness: On the Importance of Being Strict in Order to 
Let Anything Go”. Arranged by: University of Washington. 

 
Jan-Apr Studied with the Columbia Professor Lydia Goehr in New York. 
 
2007: 
Mars 26-30 Sandbjerg slot: Det historiske i kunst- og kulturhistorieforskningen. Course 

where I presented the paper: “Från ett ontologiskt till ett pragmatiskt 
verkbegrepp i den analytiska musikfilosofin”. Arranged by the Universities in 
Århus and Copenhagen. 

 
2006: 
Dec 7-9 London: “Image and Imagination II”. Paper: “What’s so pornographic about 

Levinson’s concatenationism? – a paper about the need to think before we 
listen”. Arranged by Goldsmiths College and University of Copenhagen. 

15 Attachments 
These are submitted through the electronic application: 

1) Elaborating Nothing – John Cage’s Aesthetics of Silence. Dissertation to be defended 
Nov 26th. 

2) “Cage as meta-composer” 
3) Intets morfologi – Från en dekonstruktivistisk till en zenbuddistisk förståelse av John 

Cages 4’33’’. Oslo: Universitetet i Oslo 2003, Institutt for musikk og teater.  
4) Statement concerning my hovedoppgave (Arnfinn Bø-Rygg and Elef Nesheim) 
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5) Statement concerning my 46 page essay that deals with the themes that I wish to 
research in my post doctoral project (Arnfinn Bø-Rygg) 

6) Candidatus Musicae Diploma 
7) Candidatus Philologiae Diploma 
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