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Abstract

Philosophical Spectrum of Musical Performance Studies :
Critical Theory and Phenomenology

Cho, Hyunree

This paper investigates convergences between musical
performance and the two important philosophical traditions of
the 20th-century, critical theory and phenomenology, in order
to concretize a performance-centered view on musical per-
formance. Critiquing some of the current musicological and
music-theoretical approaches to musical performance, and
delving into the negative dialectics of Adorno and the genetic
phenomenology of Husserl, the paper explores the relationships
between thought and performance, between play and
breakthrough, between intentionality and indeterminacy, and
between practice and interpretation. It also seeks to answer how
a performance-centered approach to musical performance can
provide alternative perspectives for present musicology and

music theory.
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