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ABSTRACT

From the invention of language, the phenomenon of Greek herméneia to biblical
exegesis, interpretation is one of the crucial paradigms of culture and civilization.
Joined with general ontology, hermeneutics offers original and intuitive theoretical
insights. In this paper the author proposes and examines several possibilities of
productive influence of ontological hermeneutics on musicological discourse.
Starting with the dilemma concerning the relationship on the axis text—being,
the first answers have been found in different definitions of discourse. A more
elaborate debate continues in the field of ontology, from Aristotle to meta-
ontology. Finally, cross-references that intersect types of hermeneutics/ontology
and musical phenomena are offered.
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To be or to be in the text (to be text/ual/) is a questionable and problematic propo-
sition/dilemma, as long as it remains in the sphere of ontic properties/ontology/
being. It is a mental crossroads unavoidable for any genuine viewpoint. Any chosen
path, however, is not without certain consequences, particularly outside the textual
frame. If one chooses to exist (or to acquire the specific worldview which does not
need any form of assignee) without any sustenance, then, from the discursive perspec-
tive, all that remains, in the end, is Maeterlinck-like grand silence, bottomless void,
self-sufficient being (or non-being in negative ontology). Standing in the field that
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grows on such a kernel makes any discursive or theoretical system superfluous. On the
other hand, going to the other extreme seems to set aside material/factual /tangible or
cultural/spiritual /transcendent instances. All that remains is the text in its signifying
form, deprived of any kind of obligatory relation to anything other/Other/Real/
tangible. The Question remains current.

One more paradox is hidden behind the cloak of discourse. In addition to this area
there is a linguistic (and not only linguistic) problem exemplified in the pair: musi-
cological discourse or discourse of musicology? First, we will attempt to outline the
discursive network. Discourse is:

1. Merely a word
2. A specific meaning derived from dis-course etymology
3. A multilayered and discordant term
4. A process
S. A dialogue (written or spoken)
6. The central philosophical notion of the past few decades
7. The product of the thought horizon
8. A distinctive type of text
9. The general domain of all statements
10. An individualisable group of statements
11. A regulated practice that accounts for a number of statements
12. An institutional legitimating context
13. Something else

Our path through a labyrinth of meaning always stays polyvalent. Discourse provides
the thinker with various strains from which one can make the first (or a new) step.
Before we start any other written textual dispute, it is essential to put the emphasis
on the preconceptual (re)configuration of plural metadiscourse that is planned to be
created. Proposition number one:

Text, discourse or sign order is a product and/or extension of Reality.

What is Reality is impossible to comprehend/define, especially by words, sentences
etc. If it were possible, it would mean that reality is a product of the text itself. Our
basic claim is quite the opposite. Beings are moving from illiteracy /unconscious to
literacy/ conscious/symbolic thought capacity. Therefore, the capability to express
anything was brought to the fore at a certain moment in history. To express it in the
form that is known to us in the twenty-first century, ontic properties are ground-level
in every formulation of sense, system, hypothesis, theory etc. If there is no Being,
beings, phenomena, there is no text either. Nevertheless, it is only the first step on
our journey. Knowing the path is conditioned by effective knowledge (which is the
hermeneutic key). The awareness of Reality of Being is valued only by profound and
solid understanding of itself and others (Other). Combined, these strains give Life
to, in our case, musicological discourse. Music lives without text, but the opposite
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is not valid. Empty signifiers, discourses stem and die in vain from Nothingness. To
recognize Being in Music and clarify Sense by an hermeneutic grip puts us in a posi-
tion to revive musicological discourse and to elevate speech-about-music onto a diffe-
rent level or to remove it from sterile and fixed/closed/limited positions. Text as text
has to be returned to its source: not as trash to be recycled, but as a transformed and
refreshed Voice, sounding as music, liberated as music, powerful and uncontrolled
like Music. Why do we need ontology and hermeneutics to do that? Ontology, by
which we presume the root of ancient Hellenic philosophy, presupposes the existence
of alive, active liberty of being. Isness is a precondition of fundamental ontology. No
other discipline could give such an advantage to music. The second step is important
to avoid a largely overrated organic, natural, materialistic view. Once reached, the level
of ontology is complemented by the hermeneutical apparatus. The thing itself is not
sufficient. The hermeneutic circle serves as a channel between the incomprehensive
“it” and manifest level. This passage in particular defines “how” and “why” in larger
superstructures such as culture, religion, civilization etc. No hermeneutics usually
means that there is no reflection whatsoever. Music as content critically depends
on the level of hermeneutical development and its potential to stand for something,
to make a text advocate and perform an interpretational act. Intertextuality begins
to appear on the horizon of the mind. This moment brings us closer to the second
statement.

It is fair to say that vulgar ‘objectivism’ — the quasi-scientific belief in our ability to know
objects ‘as they are in themselves’, independently of any prior discursive or theoretical
presuppositions — is largely discredited as an epistemological doctrine (Hooper 2006: 90).

Ontological hermeneutics, in this text, refers to the intentional act of interpretation
applied with regard to the intrinsic, essential substance of an analysed subject/object/
thing. Hermeneutics of being accounts for the basic, fundamental understanding of
the subject matter of interest. In his Categories Aristotle identifies ten possible types
of things that may be the subject or the predicate of a proposition. For Aristotle there
are four different ontological dimensions:

1. According to the various categories or ways of addressing a being as such

2. According to its truth or falsity (e.g. fake gold, counterfeit money)

3. Whether it exists in and of itself or simply “comes along” by accident

4. According to its potency, movement (energy) or finished presence (Cf. Aristotle 1998)

It could be said that ontology is the research of what there is. Some would chall-
enge this articulation of what ontology is, so this is merely an initial approximation.
Many classical philosophical problems are problems born in ontology: the question
whether or not there is a God/Supreme being, the problem of the existence of univer-
sals, etc. But, ontology is usually also taken to circumscribe problems concerning the
general features and relations of the integers which do exist. There are also a number
of classical philosophical knots that are problems in ontology understood in this way.
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These kinds of challenges quickly turn more generally into metaphysics, which is the
philosophical discipline that engirds ontology as one of its parts. The borders here
are a little foggy. But we have at least two parts to the overall philosophical project of
ontology, on our preliminary understanding of it: first, say what there is, what exists,
secondly, say what the most general features and relations of these things are.

This way of looking at ontology comes with two sets of quandaries which lead
to the philosophical discipline of ontology being more complex than merely answe-
ring the previous questions. The first set of problems is that it is not clear how to
approach answering these riddles. This leads to pondering ontological commitment.
The second set of sticky wickets is that it is not so clear what these questions really
are. This leads to the philosophical debate about meta-ontology.

One of the troubles with ontology is how to settle questions about what there is,
at least for the kinds of things that have traditionally been of special interest to philo-
sophers: numbers, properties, God, etc. Our how may greatly impact the outcome.
Ontology is thus a philosophical discipline that encloses the study of what there is
and the study of the general features of what there is, and also the study of what is
involved in clarifying questions about what there is in general, especially for philo-
sophically challenging cases.

How we can find out what there is cannot be answered easily. It might seem simple
enough for ordinary objects that we can perceive with our eyes, such as my notebook,
but how should we decide it for such things as, for example, properties or numbers?
One first step towards making progress on this question is to see if what we believe
already settles this question on a rational basis. That is to say, given that we have parti-
cular beliefs, do these beliefs already introduce with them a rational commitment to
the response to such questions as “Are there numbers?” If our beliefs bring with them
arational attachment to an answer to an ontological question about the existence of
certain bodies, then we can say that we are committed to the existence of these enti-
ties. What precisely is required for such an adhesion to occur is subject to debate, a
consideration we will look at presently. To find out what one is committed to with
an exact set of beliefs, or acceptance of a particular theory of the world, is part of the
broader discipline of ontology.

As we have seen, it is not so clear what an ontological question really is, and
thus what it is that ontology is supposed to accomplish. Thus, hermeneutics has
its role in illuminating these shades. To figure this out is the task of meta-ontology,
which strictly speaking is not part of ontology, but the study of what ontology is.
However, like most philosophical disciplines, ontology, when more broadly inter-
preted, contains its own meta-study, and thus meta-ontology is part of ontology, more
vastly construed. Nonetheless it is efficacious to separate it out as a special part of
ontology. Many of the philosophically most important questions about ontology are
really meta-ontological questions.

Meta-ontology has not been much in vogue during the last couple of decades,
partly on account of one meta-ontological view, often associated with Willard Van
Orman Quine. Finally, ontological hermeneutics can be seen precisely as a more
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acceptable catalyst,” not only for ontology itself but even more significantly for musi-
cological discourse. Nota bene, the discourse of musicology as a discipline may contain
multiple heterogenous discourses borrowed or appropriated from other disciplines/
fields. Musicological discourse is, on the contrary, only and exclusively, a way of
textual expression which autochthonously stem from disciplinary competence.

What is the question that we should aim to answer in ontology if we want to
find out if there are ideas, that is, if reality contains ideas besides whatever else it is
made up of? This way of outting it suggest an easy question: “Are there ideas?” But
this seems easy to answer. Can ontology be that easy? The study of meta-ontology
will have to arbitrate, amongst others, as to wheter “Are there ideas?” really is the
question that the discipline of ontology is supposed to answer. And more generally,
what ontology is presumed to do. The larger discipline of ontology can thus be seen
as having four parts:

1. The study of ontological constancy,

2. The study of what there is,

3. The study of the most generic features of what there is, and how the things there
are relate to each other, in the most general ways, metaphysically

4. The study of meta-ontology, i.e. saying what task it is that the discipline of onto-
logy should aim to accomplish (if any), how the questions it aims to answer
should be understood, and with what methodology they can be answered.

Starting with Aristotelian ontology as a basic knowledge of primary/first causes/prin-
ciples of things as a frame for research, a person needs to find at least traces of prime in
selected artefacts. A quest for musical substance is an old task. How does music exist?
Several propositions are available when discussing this issue of musical ontology:

1. Exists, but on an unspeakable level
2. Exists in itself
3. Exists as text
4. Exists as a material-textual relation
5. Does not exist, it only appears to be
6. Exists as a score
7. Exists as a performance /happening
8. Exists as a celestial phenomenon
9. Exists in a subject’s consciousness
10. Exists as sound
11. Exists as an ideal referent locus (score, performance, perception)
12. Exists as an object in human memory

2 A catalyst is a substance that speeds up a chemical reaction, but is not consumed by the reaction;
hence a catalyst can be recovered chemically unchanged at the end of the reaction it has been used
to speed up, or catalyze. Accordingly, ontological hermenutics can penetrate musicological discourse

without being consumed by it.
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13. Exists as a digital trace

14. Exists as a metaphysical entity
15. Exists...

16. Does not exist...

17. ...

In Roman Ingarden’s studies one can find enough space, words and aporias for
debate/discussion (Murapaes, 1991). However, our goal was to present different
propositions considering this matter. If we make an agreement on point 11 as the
mediative solution, it is plausible to turn our attention again to ontological issues.
Types of ontology not only separate the existential field but also point out to some
kind of parallel between onto-core principles and music. Therefore, these associa-
tions should be taken with some reservation. It seems that plunging into structuring of
ontology simultaneously gives space for the appearance of a metaphoric resemblance
between existential categories and paradigmatic phenomena in music (history). The
following list is, thus, more a sketch than summa summarum.

1. Ontology of Being (acoustics, Schenkerian ursatz, primordial music by Busoni)
2. Ontotheology (Music of the spheres, cosmic music, musica mundana)

3. Worldly ontology / Metaphysics ontology (musica instrumentalis)

4. Conditional Ontology (musica humana, open work concept)

S. Absolute Ontology (The Tone, concept opus absolutum et perfectum)

6. Negative Ontology / Existence of Nothingness - Nihilism (Silence)

As ontology can be observable on different manifestational levels, seen or un-seen,
the same may be true when we discuss pure sound in several acoustic phenomenal
shapes. Being may not be always prone to senses. The same is valid when music is
taken into account. Sometimes, silence is more important than the sound itself, in
regard to dynamics, formal process, rhythmic structuring etc. A ground-level, basic
and unchangeable ontology of Being is mirrored in the notion of ursatz which can
be discovered in the root of almost every piece of music. The existence of primordial
music as a concept is regulated through the fixed ideality from which the work of art
proceeds. This concept is more platonic in nature. Musica mundana, often associated
with movement of celestial bodies, seems to be the perfect embodiment of ontotheo-
logy. Music of the spheres reveals ontic properties of divine existence. Belief in perfect
conformation of the universe naturally fabricated the notion of supreme and pure
resonance between its elements. The artificial character of instrumental music, and
its bond with the human creative side, forces a strong connection with worldly actu-
ality. The lack of text, which is fundamentally united with music in vocal practice,
inherently pushes instrumental music towards an external, metaphysical criterion in
order to validate itself. Such a confirmation is not necessary for examples of conditi-
onal ontology, such as open work in modern and avant-garde music. On the other side
of the acceptance paradigm lies opus absolutum et perfectum. Its finitude and eternal set
of properties that defines self-sufficiency incarnates the Absolute. Independent and
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forever stable Tone survives all the distortions and silences of the ever-spinning wheel
of Life. In order to address the next point in the discussion we will change scenery. Yet
again, an interpretational turn is required. Starting with the types of hermeneutics:

1. Absolute (radical) hermeneutics — every act or statement is, first and foremost,
interpretation by itself; everything is interpretation; nothing can enter the text
(or become a text) or any other system of representation as if already inter-
preted in some way;

2. Contextual hermeneutics — making an interpretation is discovering a context of
a phenomenon; the analyzed object is configured by its surroundings;

3. Mediative hermenutics — understanding means a reconciliation between diffe-
rent angles/perspectives;

4. Literal hermeneutics — things are what they are or what they look like; expla-
nation is not necessary, but description is.

Ontology of music mainly falls into the first two categories. The first proposed defi-
nition deals with the fundamental explanatory pre-existent set of conditional factors.
These tools/axioms finished their course long before subjects came into play. The
state of things therefore is always found-state/found by individual subject/conscio-
usness. Here, the first similarity comes forth. Our perception of music is found-state,
we are the ones who entered its realm. Therefore, every contact with music, from a
radical perspective, occurs in a hermeneutical circle. This notion is not left without
consequences.

Ricoeur cautions against the “disturbing fecundity of the oblivion” of a circular
discourse on the impossibility of mastering the rhetorical field in which such a
discourse operates. Nevertheless, the allure of reducing this discourse’s circula-
rity to the aporias unleashed by the destruction of the metaphysics of presence
was tactically irresistible (Davidson 2010: 215).

Contextual hermeneutics and its full application in research and theory enabled the
rise of postmodern (critical, new) musicology. Without the tools of interpretation,
it would be almost impossible to create “new” surroundings for observations offered
by new musicology in the last decades of twentieth century. No discipline ever could
directly import terminology, definitions, logic and other things from external fields of
competence. Hermeneutics possesses the means to adapt external insights to a new
discoursive environment. This “translation” is a subject for individual debate. At this
moment, it is important to underline the significance of ontological hermeneutics
for, in our case, musicological discourse. In some cases interpretation include repre-
sentation by text, particularly when we dealt with new or imaginative procedures.
However, many concepts/words/notions/terms characteristic for musicolo-
gical discourse (melody, chord, rhythm, interval, tone, timbre, pitch (class), tona-
lity, concerto, key, vocal, fugue...) owe, especially generically, their own inception to
the explanatory devices of hermeneutics. When hermeneutics has ontological incli-
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nations, then all of them revive, bring into play, start to breathe, join the flux of intra
and extra-courses connected to the domain of Music. The power to include vitality
and anthropological dimension in theory, text and practice indicates a high dissemi-
national level of ontological hermeneutics.

According to Holy Scripture, God gave Adam the right to name beings/creatures
below him, thus including the crown of own creation in the creative process. Nomen
est omen. Similarly, disciplines through time yield things/objects/phenomena. Even
before naming them we sense their presence and the certainty of a soundly alive dicti-
onary of musicology.
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Hrop PAAETA

OHTOAOIIKA XEPMEHEYTHUKA KAO KATAAU3ATOP MY3UKOAOIIKOT AVUCKYPCA:
HEKOAHNKO CKHUITA

(PE3UME)

Aa Au je cBe TekcT? AKO jecTe, Ha IITa Ce TAYHO OAHOCH OHO ,je“ y murtamy? Ko
MAM 1ITa TocToju ¥ TeKcTy? Kakas je meros opHoc npema ceery? Ilokymraan cmo
A4 OATOBOpE Ha OB IIUTAkbA IIOTPAKHIMO II0A OKPHAEM OHTOAOTH]jE, IToAazehn
O XHIOTe3e Aa 61uT/6UBCTBO/OUTAK OCTAjy TeMes IPOOAEMa KOjUM ce GaBHMO.
Yrephyjyhu xoHType moueTHe amopuje HAMAA3UMO Ha [10jaM AMCKypCa M
HeKOAMIMHY BberoBux pepununuja. Mcnocrassa ce pa je AMCKYpC OKBUP
koju HaM oMoryhasa pa mpeLusHUje AUjarHOCTHPUKYjEMO KOPEH AUAEME O
HAYMHY [IOCTOjaba TeKCTyaAHHX pOpMalitja, HAPOIUTO ¥ OAHOCY Ha PEaAHOCT
Kao TakBy. PasyMauBO, IHpa pacmpasa 10 OBOM MHUTama je Hemoryha 6es
pasBHjeHMje AMCKYCHje Ha IIAATOY onmTe oHToAoruje. Mnak, npe me, HaBeaeHa
je MPOMO3UINOHA CEHTEHIIA O KPUTHIIM 00jeKTUBM3MA M €IINCTEMOAOIIKUM
IpemnpeKaMa ,4ucTOr " casHamwa. IbeHa gyHKIMja je Aa yKaKe HA CAOXKEHOCT
MeTOAOAOLIKOT paspelnera, u3Mel)y ocTasor, peHOMeHa MHTePTeKCTYyaAHOCTH U
HPHUCTYIIA ,CAMOj CTBapH .

Horupajyhu npeaycaose Teopujcke maar$popme Koja 61 MOTAA AQTH OCHOB 32
MOCTYAMPalke OAlOBOPA, MOYEAH CMO OHTOAOIIKH AMjaAOT APUCTOTEAOBUM
AMMeH3HjaMa rmocTojama. OAMax 3aTHM, H3AO0XKEHA je pacIpaBa O jeCTecTBY,
PUAO30PCKUM K TEOPH)CKUM ITOCAEAHIIAMA ITOCTOjarba/ HEIIOCTOjatba a IIOKPeHyTa
Cy M MeTa-OHTOAOIIKA MUTamka. AOTHYAH IMPOAYKeTaK Aebara A06Hja Kpo3
oHTOAOTHjy My3uke. HaBeaeHa je, mpema HameMm MuImersy, BehrHa MopaanTeTa
Hocrojama My3uke/Mysuaxor aeaa. [ToaBaauehu Be3y ca OHTOAOTHjOM, TOCEOHO
je M3ABOjeH jepaHaeCTH Ha4MH II0CTOjaka. My3uKa Kao MAGAAUTET Ka KOMe,
Kao pepepeHTHOM MeCTy, HICTOBpeMEeHO HHKAUHUPAjy IApTUTYpPa, udBoheme
U IEePLeENIHja jeCTe, Y OBOM TPEHYTKY, KOMIIPOMHUCHH T€OPHjCKH MOAEA KOjU
HYAY AOBOAHY IINPHHY 3a Adoe IIpobAeMaTH3aluje er3iCTeHIujaAHe MUCTEpU]je
MY3HYKOT A€Ad IO cebH. Y 3aBPIIHOM CEIMEHTY TeKCTa ayTOp je MOKYIIA0 Ad
MOBEeXe, Ca jeAHe CTPaHe, TUIIOAOTHje OIIIITe OHTOAOTHje M XepMeHeyTUKe U, ca
ApyTe CTpaHe, pa3sAndKTe MaHHecTaluje My3uuke ucTopuje. Mcnocrasuao ce
AQ Ce Pa3AMYHTE BPCTe OHTOAOIIKHX I0AA IIPOXKUMajy ca dpeHoMeHMMA (TeopHje)
MY3HKe Kao LITO Cy IeHKepHjaHCcKu ursatz, bysonujesa mpamysuka, Mysuka coepa,
KOHIJEIIT OTBOPEHOT AeAd, musica instrumentalis u TrmuHa. CAMYHY Be3y MOXKeMO
AOLIMIPATH U Y OAHOCY U3Mel)y pasAHYUTHX ycMepema YHyTap XepMeHeyTUKe U
MYy3HUYKHX ITapaAUTMH.
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CxBaTame My3uKe Kao ayTOHOMHOT II05a Y KOje YBEeK YAA3UMO Kao APYTH U
HACTaHaK HOBe/KPUTHYKE My3HKOAOTHje BU)eHM Cy K0 OAPa3H PapUKAAHE
U KOHTeKCTyaAHe xepMeHeyTuKe. KoHauHo, ykasyjyhu Ha HeKOAMKO mojmMoBa
KapaKTepPUCTUYHMX 32 MY3HYKY TEOPHjy IOTBPAHAHN CMO 3Ha4yaj OHTOAOIIKE
XepMeHeyTHKe 32 My3HKOAOMKHU AUCKypc. Nomen est omen.

K4Y4YHE PEYM: OHTOAOTHja, XepMEHEYTHKA, AUCKYPC, My3HKOAOTH]ja, IIOCTOjambhe My3HKe



