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situation and aim

art music
— contemporary and classical —
Is characterized by certain types of rigidity
connected to a desire for perfection
within the genre itself

The inquiry seeks to suggest and develop strategies that may
serve as a complementary model to the prevailing rituals of
the art form aiming to encourage a bolder practice in the
composing, performing and understanding of music.



a dual perspective of

composition and interpretation
recognizing the listening as a creative act

In order to become a good composer or performer
you need to become a good listener...
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discussing

a less authoritarian approach to musical interpretation
alternative ways of understanding the basic material of music
how to bring dialogical procedures into play

how to make music collide with other discourses and forms of reading



Inspirations

the dialogue as a fragmentary responsive mode of negotiation
an essayistic method in both composing and interpretation
the theatre’s extensive discourse with the dramatic text

poetic translation and other hermeneutical practices

awareness of pre-Romantic musical traditions



The concept begins in artistic practice,
linked to questions as to how extensively
musical awareness may go into a dialogue
with the work of art itself.



some questions

where does the piece end?
when does the interpretation begin?
what is it that constitutes identity in a work?

how do we know if the interpretation has fulfilled or
violated its purpose?

does it have an ultimate, clearly defined scope?
if so, is it meaningful to defend and maintain its borders?

what is it that prohibits us from doing certain things in a
completely different way than is normally expected?
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keywords

complexity
hermeneutics
translation
identity
ambiguity
ramification
disobedience
Incompleteness
democracy

methods

critique
reflection
negotiation
dialogue
essay
conflict
migration



The choice of strategy is based on
the assumption that it is possible as
well as relevant to contemplate these
qguestions with regard to an artistic

practice — in whic
interpretation wor

n composition and
K together

— In and through t

ne art itself.



The inquiry is about faith in the critical potential of the art
and about the belief that creation is linked to
a dialogical way of looking at things.

When listening becomes an interpretive practice and
a critical method, music opens up to a linguistic
and communicative ambiguity.



N1 WA T IR

S




As notable shifts in contemporary music
more and more often seem to be happening
In the margins of the genre, it is an equally
pressing matter to explore strategies that
may create new flows between what we
understand as centre and periphery.



Art music is not separated from society;

it is intertwined with oppositions and aesthetic
shifts of its time, constantly in need of revision
and new Interpretations.
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Edward Said — On Late Style

Fragmentation, incompleteness and unresolved
conflicts are necessary entrance-points to a more
complex understanding of the presence of time
in both creation and interpretation.

The concept of quality is joined to critical debate,
with an understanding of that, which is undergoing
transformation on its way to changing positions.
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