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Abstract – Résumé
According to a well-established 
view among music historians and 
other scholars, in the western world 
a certain understanding of music 
was established around the year 
1800. According to this understand-
ing (still widely embraced today), 
individual musical works are created 
by composers and exist thereafter 
as abstract entities beyond time 
and space. This well-established 
view about how music has been 
understood is here questioned. It is 
argued that the particular under-
standing of music according to 
which individual musical works are 
created by composers and exist as 
abstract entities beyond time and 
space was not established until 
about a hundred years later, i.e. 
around the turn of the 20th century. 
More specifically it is argued that 
the concept in question required (i) 
a theoretically elaborated concept 
of individual work form, and (ii) a 
particular figure of thought accord-
ing to which acquaintance with the 
abstract individual work requires 
that it be communicated from 
composer to listener along a 
»communication chain«. Whereas 
(i) is necessary to identify what a 
musical work is, (ii) explains how 
this work is involved in an exchange 
between sender and receiver. Not 
only did the electronic telegraphy 
contribute significantly to the latter, 
so did also the phonogram.
Keywords: Musical Work 
Concept ● Concept of Music 
● Copyright History ● 
Reification ● Communication 
● Phonogram

That’s one thing that’s always been a difference 
 between the performing arts and being a painter, 
you know. A painter does a painting, and he paints 
it, and that’s it. He has the joy of creating it, it 
hangs on a wall, and somebody buys it, and maybe 
somebody buys it again, or maybe nobody buys it 
and it sits up in a loft somewhere until he dies. But 
… nobody ever said to Van Gogh, ‘Paint the Starry 
Night again, man!’ He painted it and that was it!

(Joni Mitchell, musician, 
composer and painter)

In the above quote, Joni Mitchell banters about 
a crucial difference between the performing arts, 
such as music, and painting. Whereas the latter 
 involves the production of enduring objects, the 
 former presumably don’t. But is that really true? 
Isn’t composing and song writing as much about 
producing enduring objects as is painting? For sure, 
the song Mitchell introduced by the above commen-
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tary, The Circle Game, is defined by law as a piece of intellectual property entitled to 
legal protection. Anyone playing or otherwise distributing this musical work 
without permission may be accused of theft and will be punished accordingly. 
Since the time of Mitchell’s statement in the mid-seventies, national laws have 
been strengthened and international harmonization on copyright matters is in 
progress, overseen by the World Trade Organization’s global agreement TRIPS 
(Trade Related Aspects of Intellectual Property Rights).1 Not that these laws 
 explicitly define or even discuss what an immaterial intellectual object of music 
would be; legal prose tactically shuns such thorny issues. Nevertheless, meta-
phorical figures such as genius-creator, work-as-object, piracy and theft, were 
crucial during the early stages of copyright and authorship thinking. And the 
same dramatic metaphors still serve as important underpinnings for much of the 
public understanding and legitimation of copyright law at the beginning of the 21st 
century, as witness almost any mass media coverage of the topic (Volgsten 2014). 

The musical work is serious business, for better or worse, and has been so for 
quite some time.2 It involves popular as well as classical musics, live as well as 
 recorded, on a global scale. The question is, for how long has this been so? Given that 
the idea of music as an object – rather than music as an activity – is of Western origin 
(e. g. Scherzinger 1999), Lydia Goehr points out the years around 1800 as a »water-
shed« in the general understanding of music. From this time on music is  increasingly 
being thought of as a sort of thing. From the beginning of the 19th  century, musical 
compositions are treated as works existing in their own metaphysical right, as intan-
gible objects. This conceptual change, regarding what a musical  composition is, Goehr 
goes on to suggest, subsequently initiated a change in »ownership rights«: »When 
composers began to individuate works as embodied expressions and products of 
their activities, they were quickly persuaded that that fact generated a right of owner-
ship of those works to themselves« (Goehr 1992, 218).

Goehr’s chronology has since been questioned by Anne Barron, who correctly 
points out that an immaterial work concept was explicitly argued for already in 
1769 by prosecutor Lord Mansfield, in a lawsuit concerning books (Barron 2006). 
Although Mansfield’s claims were dismissed by the defendant lawyer as being 
»rather quite wild« (Joseph Yates, quoted in Sherman and Bently 1999, 19), the 
case shows that a rudimentary non-materialist work concept existed several 
 decades prior to that of Goehr’s romantic composer. A few years later, in 1777, 

1 The TRIPS agreement is safeguarded by so called »enforcement measures«. As a compulsory 
agreement for the members of the World Trade Organisation, the TRIPS threatens any signatory who 
does not comply to its rules with sanctions. If a country like Sweden should want to change its copy-
right law in a more liberal direction, the country would face the risk of being sanctioned by other 
members in export fields other than music, such as steel, paper, cars, or cellphones (Li 2009; Korten 
1995, p. 174ff; May & Sell 2006, p. 4).

2 For an overview and discussion of the problems of copyright, see e.g. Drahos & Braithwaite 
2002; Lessig 2004; McLeod 2001; Vaidhyanathan 2001; Volgsten & Åkerberg 2006; Volgsten 2013a.
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Mansfield extended the concept to cover music in a case where Johann Christian 
Bach sued a London printer for having published a collection of his piano sonatas 
without permission (Small 1985). Bach won the case, as well as a place in the history 
of musical copyright. Curiously the event is hardly mentioned at all in the aesthetics 
or history of Western music. As Barron suggests, economic legislation forestalls 
 aesthetic theorizing when it comes to the musical work concept (Barron, op. cit.).

Equally true, there existed musical work concepts long before Bach and 
 Mansfield appeared on the scene, such as the very different materialist concepts 
of Tinctoris’ res facta (Blackburn 1987) and Nicolaus Listenius’ opus perfectum et 
absolutum of the 15th and 16th centuries (von Loesch 1998, 1999).3 These earlier 
work concepts emphasized the written score, and as such they exerted influence 
long into the 19th century. Moreover, the immaterial work concept that Barron 
mentions was a concept endorsed by only a few, and in complete need of theo-
retical explication.4 Such theoretical explication would not appear until much 
later, when the judicial need had ceased due to the influence of legal positivism in 
British law (Sherman and Bently, op. cit., 186).5 It would appear in a rather  different 
legal and aesthetic context, namely that of the German lands. 

Barron’s counterarguments notwithstanding, Goehr’s claims are not so easily 
punctured given that the work concept she describes is – from a historian’s 
 vantage point – an »open concept«, a »projective concept«, and an »emergent 
 concept« (ibid., 89ff. italics in original). Of primary importance for Goehr is that it 
also functioned as a »regulative concept« (ibid.), i.e. it came to exert power over 
musical activity and theorizing in fundamental ways.6 This was possible because 
the regulative musical work concept also functioned according to the other ways 
that she specifies. However, by emphasizing the historical relativism of the 
 concept too strongly (the concept being open and emerging over time without 
any single historical source), Goehr would run the risk of pointing out no concept 
at all, only a word used in so many different ways. Accordingly she describes 

3 Richard Taruskin mentions the impact of early music print for the »’thingifying’ or reification 
of music« (Taruskin 2006). However, as von Loesch’s studies makes clear, it was the tangible print – 
whether a score or a scholarly treatise – that was considered a »work«; the »thingifying« of music »in 
itself« as an abstract entity was a much later issue (see below).

4 According to Barron, John Locke’s labour theory of property was by mid-18th century widely 
accepted and transferred to mental labor as the »association of ideas«, the latter of which Locke had 
posited in his Essay on Human Understanding. However, Yates’ objections are eligible considering not 
only that Locke himself rejected the idea of intellectual property (Deazley 2004, 142), but also that 
Locke’s empiricism did not »meddle with the Physical Consideration of the Mind … or by what 
 Motions of our Spirits, or Alterations of our Bodies, we come to have any Sensation by our Organs, or 
any Ideas in our Understandings« (Locke, 1690/1995, 1).

5 When an author such as Coleridge dismisses empiricism on Platonist grounds (see Cunliffe 
1994), it is already too late for it to have any deeper consequences for 19th century British copyright.

6 »In their normative function, regulative concepts determine, stabilize, and order the structure 
of practices« (ibid., 102). 
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 already at the outset the crucial aspects of this particular work concept, aspects 
that (one can assume) are important to its regulative functioning. I will return to 
details shortly, as I shall question Goehr’s claim that from the year 1800 »or there-
abouts« (ibid., 115), musical activity and theorizing was regulated by an aesthetic 
concept according to which individual musical works exist as abstract objects 
 beyond time and space. Such a work concept, I will argue, did not appear until 
 another hundred years, i.e. towards the end of the 19th century.

A concept according to which musical works exist as abstract objects beyond 
time and space I will henceforth call, on the basis of Goehr’s own descriptions 
(ibid., 14f, 44ff.), a Platonic work concept. The projective »hypostatization« of 
 Platonic works that Goehr describes (ibid., 106), the dissimulated process of objec-
tification (or »thingification«, to use Richard Taruskin’s word, see note 3), I call a 
process of reification the endpoint of which is a reified work. After showing in the 
first part that a musical work concept of Platonic kind isn’t articulated until the 
writings of German law scholar Josef Kohler towards the end of the 19th century 
(a century later than Goehr would have us believe), I pose the question why the 
articulation of a Platonic work concept had to wait so long. Given the early 
 attempts of Lord Mansfield, why didn’t a Platonic work concept get off the ground 
until a full century after Goehr’s proposed »watershed«?7 To answer this question 
I will have to show forth some more positive argumentation. Thus in the second 
part I will turn from the aesthetics and philosophy of music, to media history, 
semiotics, and to the beginnings of modern telecommunications. Whereas the 
 former focus on the importance of the concept of form, the latter will show the 
conceptual impact of the phonogram. 

More specifically my argument is that the Platonic concept of the musical 
work required (i) a theoretically elaborated concept of individual work form, and 
(ii) a particular figure of thought according to which acquaintance with the 
 abstract individual work requires that it be communicated from composer to 
 listener along a »communication chain«. Whereas (i) is necessary to identify what 
a musical work is, (ii) explains how this work is involved in an exchange between 
sender and receiver (and therefore entitles a certain right to the composer). Not 
only did the electronic telegraphy contribute significantly to the latter, so did also 
the phonogram, as I will show.

Dating the reifying concept of individual musical works to the turn of the 
20th century, in the way I suggest, may seem controversial not only from a  strictly 
music-historical perspective (it has been more common to advance the birth of 
»the« work concept, see e.g. Strohm 2000, Barron, op. cit.). If the work concept 
Goehr describes plays a legitimizing role in today’s copyright debate – if a  Platonic 

7 Of course, Platonism has been important for Western musical thought at least since Plato, but it 
did not concern musical works but rather the elements of music, i. e. tones and their temporal and 
intervallic relations, etc. (Bayreuther 2009; Bonds 2014; Tanay 1997; 1999).
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work concept today plays the regulative role Goehr assigns to it, which I think it 
does – the relevance of my criticism reaches far beyond the music historian’s 
 professional circle: my findings show not only that the modern Western concept 
of music and musical works to a large extent is a result of judicial thinking and 
that the latter to a large extent has been motivated by economic and legal, rather 
than aesthetic or cultural, concerns.8 

I

The Abstract Musical Work as Platonic Object

The years around 1800 was a »watershed«, Goehr claims, because at that time 
the concept of the musical work, which had already »emerged« for some time, 
achieved a »regulative« function, i.e. the work concept started to regulate musical 
activities such as the »[c]omposition, performance, reception, and evaluation« of 
music (ibid., 1). This is an interesting hypothesis. How can it possibly be verified? 
Goehr attempts to do this by describing 

a whole gamut of aesthetic, musical, political, and social developments first in theory 
(Chapters 5 and 6) and then in practice (Chapters 7 and 8) that contributed towards 
the founding at the end of the eighteenth century of what is well named ‘the imagi-
nary museum of musical works’ – a musical institution and practice that viewed its 
activities and goals for the first time as conceptualized in terms of, and thus directed 
towards, the production and interpretation of musical works. (ibid., 7f. italics added)

The historical process covered by Goehr aims at describing first how »the 
concept crystallizes«, whereafter »the concept explicitly functions in its regulative 
capacity … in an entrenched, stable, and accepted manner«, leading to a period 
wherein »the concept sinks into opacity« since »its existence is taken so much for 
granted« (ibid., 109).

Before taking a closer look at the historical support Goehr offers, the concept 
itself should be explicated. Goehr does this at the outset by way of a brief  reference 
to E.T.A. Hoffmann, claiming that his »understanding of musical works corre-
sponds exactly to the understanding the majority of us still have today«:

most of us tend, like Hoffmann, to see works as objectified expressions of composers 
that prior to compositional activity did not exist. We do not treat works as objects just 

8 In an added foreword to a recent edition of her book, Goehr might seem to imply that the work 
concept she has in mind is not a Platonic work concept after all (Goehr 2007, xviiff.). Should this be the 
case, my criticism against some of Goehr’s examples as not supportive of a Platonic work concept 
would still be highly relevant in showing this regulative concept’s much later emergence.
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made or put together, like tables or chairs, but as original, unique products of a 
 special, creative activity. We assume, further, that the tonal, rhythmic, and instrumen-
tal properties of works are constitutive of structurally integrated wholes that are 
 symbolically represented by composers in scores. Once created, we treat works as 
existing [also] after their creators have died, and whether or not they are performed 
or listened to at any given time. (Goehr, op. cit., 2)

Later in the text Goehr adds the score to the list of unnecessary materialisa-
tions of the work, along with performance and listening (in a passage where she 
discusses the »projective« function of the work concept, thus the »as if« provisos):

In its regulative capacity the work-concept suggests to us, because of some quite 
 peculiar aesthetic and musical reasons offered at a particular time, that we should talk 
of each individual musical work as if it were an object, as if it were a construction that 
existed over and above its performances and score. (ibid., 106)

What are the implications of this work concept (besides the reference to Hoff-
mann)? According to Goehr’s account, individual musical works continue to exist 
»after their creators have died«. This means that individual works cannot be 
 identified with the ideas in the head of the composer, since the latter vanish when 
the composer dies, whereas works presumably don’t. Neither can works be 
equalled to original manuscripts since a score amounts to no more than a 
 »symbolic representation« of a work, not the work as such. Individual musical 
works are also assumed to exist »whether or not they are performed or listened to 
at any given time«, »over and above its performances and score«, i.e. they are 
 assumed to exist independently of place, time, and of any listening audience 
whatsoever. According to this view a work is something whose being is indepen-
dent of any material existence in the world, even of existing as thoughts in 
 individual persons’ brains or conceptual worlds. 

A work, once created, is assumed to exist beyond time and space, indepen-
dently of being played, listened to or otherwise recorded (e.g. in print or on 
 phonogram). The musical work exists independently of being materialised; it 
 exists in abstracto. This abstract work consists of »tonal, rhythmic, and instrumen-
tal properties« constituting an »integrated whole«, as denoted by a symbolical 
representation in a score. All in all this corresponds to what Goehr calls a »Pla-
tonist« work concept, which can be seen in contrast to e.g. an »Aristotelian« work 
concept that presupposes a combination of ideal (immaterial) form and physical 
matter, the former always existing in some mode or other (virtually, potentially, 
or fully  realised) in the latter (ibid., 14ff).9

9 One should add that Goehr’s description concerns a patently modern brand of Platonism, since 
it not only admits but also requires individual human creativity ex nihilo – thus Goehr speaks of it as 
»modified« Platonism.
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Platonic or Aristotelian Concept of Form

Turning to Goehr’s historical references, it is interesting to see that the chapter 
(chapter 6) aimed at showing »the emergence within romanticism of the regula-
tive concept of the musical work« (ibid., 121), almost exclusively discusses what 
Goehr calls »the separability principle« (ibid., 157), i.e. the development of music as 
an »autonomous« art. With reference to this principle Goehr concludes that »an 
object was found [that] was called ‘the work’« (ibid., 174). Curious as it may seem, 
there is no explicit mentioning in Goehr’s historical references of any individual 
work concept along the Platonic lines articulated in the passages quoted above. 
Goehr mentions Schelling and Hegel, but neither of them promoted a Platonic 
concept of individual musical works. Schelling is quoted saying that music 
 involves »rhythm and harmony, the [Platonic] form of the motion of physical 
bodies« (ibid., 156, brackets added by Goehr). But contrary to Goehr’s intent, this 
only goes to show that Schelling is preoccupied with the forming principles of 
 music (rhythm, harmony, melody), of the »one [and only] absolute work of art«, 
not with the principles of individual forms of works. 

Considering Hegel, Goehr quotes his famous notion of music as »abstract 
interiority of pure sound«, which she reproduces in a footnote within brackets in 
its original German as »formelle Innerlichkeit« (ibid., 155). However, referring to 
Hegel as a formalist in the context of a Platonic work concept is dubious, consider-
ing Hegel’s endeavour to demonstrate the constitutive mediation of form, content 
and matter (indeed, without its sounding material, music would not be able to 
doubly negate the externality necessary for its inner subjectivity; see Hegel 890f). 
Hegel’s philosophy of music is Aristotelian rather than Platonist in this respect. 
True, Hegel mentions that originality consists in giving »external form« to a mate-
rial »from within, by the subjective activity of the artist« (Hegel, 294),10 which 
points in the direction of individual work forms, but Hegel nevertheless insists 
that »music does not possess a natural sphere outside its existing forms, with 
which it is compelled to comply« (Hegel, 898). And though Hegel acknowledges 
»the composer’s subjective creation of music unhampered by any text«, for which 
»details an infinite space lies open«, he still reasons within an Aristotelian para-
digm of »kinds of instrumental music« (955, my emphasis). And in line with an old 
treatise such as Johann Mattheson’s Der volkommene Capellmeister, Hegel closes his 
discussion of music with a section on »The Execution of Musical Works of Art« – the 
sounding activity without which music could not be presented to us at all (955).

More important when it comes to articulate the notion of individual works of 
music are the mid-century theorists Adolf Bernhard Marx and Eduard Hanslick, 

10 Although Hegel describes how the work is an externalisation of the artist’s subjectivity, the use 
that the beholder makes of it is functionally similar, with the consequence that issues of plagiarism 
cannot be settled legally (Hegel 1821/1952, § 69).
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who assigned primary aesthetic value to the formal aspects of music – i.e. they 
equate the individuational conditions of the work with its musical content. But 
whereas Marx is not mentioned at all by Goehr, Hanslick is mentioned more or less 
in passing (ibid., 164). And it is the role played by Hanslick’s formalist aesthetics for 
the emancipation of music from extra-musical content and function that is 
 emphasized, rather than its importance for the individuation of unique work 
forms.11 But when it comes to form, Hanslick too is an Aristotelian, not a Platonist 
(Burford 2006). To the extent that one is to find an outspoken proponent of  Platonic 
form in German idealist or romantic aesthetics, it is Arthur Schopenhauer, who is 
acknowledged as such by Goehr. But as with Hanslick, only in a passing line 
(ibid., 171).12 However, Schopenhauer’s influence was minimal during the first 
half of the nineteenth century. It was not until Richard Wagner paid attention to 
his philosophy in 1854 that Schopenhauer started to gain reputation. And 
 Wagner’s interest lay not in Schopenhauer’s ideas on form (which do not reveal 
much about individual works), but on the ability of the genius composer to get in 
direct contact with the metaphysical Will. Unfortunately, the distinction between 
Platonic and Aristotelian form during the nineteenth century is never brought up 
as an issue by Goehr, which it should, since the Aristotelian notions of form, 
 genus and species has been a major theoretical basis since a seventeenth century 
theorist such as Lippius applied them to music (Rivera 1980); prior to this music, 
as an activity, had not been considered as possessing form at all.13 Goethe  updated 
Aristotelian notions in pre-romantic garb at the end of the eighteenth century 
(Chantler 2002), and they can be traced at least down to Heinrich Schenker’s 
 Ursatz of the early twentieth (cf. Bent 1994, 11; Cook 1989, Solie 1980). 

What about Hoffmann, then? Did Hoffmann subscribe to a Platonist concept 
of musical works? No doubt Hoffmann set a standard for formal analysis in 
 criticism with his review of Beethoven’s 5th symphony (Goehr, op. cit., 239). 
 However, he did not assign musical value to form the way Hanslick came to do. 
Compositional form for Hoffmann was a means, not an end in itself. Moreover, 
that Hoffmann did not subscribe to any Platonic concept of individual work forms 
seems clear from a court statement as late as 1822 (Hoffmann was also a trained 
lawyer), wherein he states that »it is impossible to extract musical compositions 
in the same way, as it can be done with books. Reprint of a composition would 

11 The latter function is hinted at in a footnote (ibid., 171).
12 In 1806 Christian Friedrich Michaelis argued for the primacy of form of musical expression 

over content, but he did not expand the argument to any theory of individual work forms (Michaelis 
1806/1997). In other words, Michaelis, along with Schopenhauer and Mansfield, can at best be seen as 
early indications of a Platonic work concept beginning to emerge.

13 It is noteworthy that in Johann Georg Sulzer’s influential Allgemeinen Theorie der schönen Künste 
(1778-1794) form is not discussed at all in relation to music. When a theoretician such as Heinrich 
Christoph Koch discusses beauty of musical compositions he explains the phenomenon in Aristotelian 
terms, as »accidental« rather than individual work form (see Bonds 1991, 126). 
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only take place when an original would be ’reengraved’ and reinterpreted identi-
cally with the original« (quoted and translated in Kawohl & Kretschmer 2003). 
The case concerned a non-authorised piano arrangement of Weber’s Der Frei-
schütz, a case that Weber’s publisher lost since the idea of an abstract formal work 
underlying both the full score and the piano arrangement obviously did not o ccur. 
The individual abstract form of the work did not yet have the central importance 
it would later acquire.

The point of all this is that contrary to Goehr’s outline of the musical work 
concept, a work along Aristotelian lines would not exist beyond its material 
 instantiation in either performance, print or any other recording or memory. An 
Aristotelian work would not exist autonomously beyond time and space. And it 
remains for Goehr to explain how and why Aristotelianism was so widespread 
within music theory and aesthetics, if a Platonic work concept (as she claims) was 
regulative. These are examples drawn from the period directly after Goehr’s 
 proposed »watershed«, i.e. the period where one would expect Goehr to provide 
instances of how »the concept explicitly functions in its regulative capacity … in an 
entrenched, stable, and accepted manner« (ibid., 109, italics added). Similarly 
wanting are Goehr’s references to earlier enlightenment theories claiming beauty 
and imitation as common denominators of the fine arts (143). Exemplifying the 
period in history when the musical work concept is said by Goehr to have emerged 
and »crystallized« (ibid., 109), more specifically how the grouping of music among 
»productive« arts such as painting and sculpture assumedly put the former under 
the influence of the latter in terms of objective works (ibid., 149; cf. Mitchell’s com-
ment above), Goehr’s references put far too heavy burden of proof on a line of 
argument that is rather circumstantial, to say the least. For instance, given that 
Gotthold Ephraim Lessing initiated an interest in the differences (rather than simi-
larities) between the fine arts that continued through romanticism (at least to the 
time of Wilhelm August Ambros’ treatise on the difference between music and 
poetry, published in 1856), the import of Goehr’s argument is weak. Moreover, an 
enlightenment theorist such as Karl Philipp Moritz was very clear that the beauti-
ful object, the work, requires a contemplative beholder for its very existence by 
necessity, i.e. the beautiful work has no autonomous existence severed from its 
audience in time and space (Moritz 1785/1962; Goehr refers to both Lessing and 
Moritz without mentioning these rather crucial aspects).14

14 One could perhaps say that Moritz, as the enlightenment philosopher he was, acknowledged 
the necessarily »projective« character of the work concept already in the 18th century (however he 
does not discuss works of music). Whether he or Jeremy Bentham, whose theory of fictional objects 
Goehr mentions (ibid., 106), had any direct influence on the emergence of the Platonic work concept in 
this respect is open to doubt.
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From Theory to Practice

So far my objections have concerned Goehr’s references to »developments … 
in theory«, but there are similar problems with her references to »practice« (ibid., 
7). Perhaps the closest Goehr gets to quoting a statement pointing in the direction 
of the Platonic work concept is Liszt’s practical proposal in 1835, for a »musical 
museum«:

the foundation of an assembly … for religious, dramatic, and symphonic music, by 
which all the works that are considered best in these three categories shall be ceremo-
nially performed every day for a whole month in the Louvre, being afterwards 
 purchased by the government, and published at their expense. (Liszt, quoted in 
 Goehr, op. cit., 205)

This parlance was not unique to Liszt. Goehr mentions that »[t]he term 
 ‘museum’ was also used to refer to private musical societies«, and she quotes 
 Johann Nicolaus Forkel and Weber, both speaking in similar terms before Liszt 
(ibid., 205). Their common aim, Goehr says, was to promote the view of musical 
composition as »the use of musical material resulting in complete and discrete, 
original, and fixed, personally owned units [i.e.] musical works« (ibid., 206). 
 Further supporting this end, Goehr adds, the concept of Genius was applied to 
composers, ascribing to them the powers of »divinely inspired creators«, suppos-
edly creating their musical works ex nihilo (ibid., 208f.). 

But frankly, neither of these aspects – displaying works in »musical  museums« 
and creating them ex nihilo – requires a Platonic work concept. A modernized 
Aristotelian work-concept could do as well (although materialised instantiations 
of the works by performers or printers would be necessary for their very exist-
ence). Considering the more or less explicit theories about genius that flourished 
around 1800, the ontological or metaphysical status of the work was not the 
 central topic, in contrast to the genetic relation between the work and its com-
poser that Goehr correctly points out. However the latter relation between work 
and composer is far from unproblematic given the central role assigned to it by 
many theorists, in the wake of Herder, to »national character« and Volksgeist as 
collective (rather than individual) source of originality and creativity (Volgsten 
2013b; Gramit 2002). Although Goehr mentions Herder (ibid., 155, 157), this cen-
tral  aspect of his writings is not brought up. Instead Herder is treated very much 
on a par with later idealistic and romantic philosophers.

Turning from the creative genius to the mercantile musician, the practice of 
purchasing and publishing of musical works at this time was still regulated by 
property right in written manuscripts (i.e. material objects), for which composers 
were seen as the original and appropriate owners. When the autograph score was 
sold to a publisher, the right was transferred to the buyer like with any other 
 tangible good. When Goehr comments that 
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[i]n 1842, British copyright laws were revised to grant rights to composers over the 
performances of their works as well as their scores. It is noteworthy that the new laws 
still extended copyright to scores and performances but not directly to the works 
themselves, (ibid., 219) 

her assessment of its noteworthiness seems to be based on the mistaken 
 presumption that a Platonic work concept had already become regulative. It had 
not, but when noticing the discrepancy between rights to print and rights to perform-
ance, Goehr touches on what might be the most important impetus, along with the 
problem faced by Weber to control any derivative arrangements and reductions of 
his original works, for the Platonic work concept’s subsequent emergence. 

However, Great Britain was not the location for this process (i.e. to seize control 
of both aspects). Although there was a discussion in Great Britain about copyright’s 
extension to cover both print and performance, only economically significant music 
was considered. This meant that except for musical drama, the question of copy-
right hardly surfaced at all (symphonic music was of negligible importance). And 
since performances were seen as a way of promoting the sale of sheet music, perform-
ance rights were dismissed by many composers and publishers as an unnecessary 
annoyance (McFarlane 1980, Alexander 2010). In France, the situation was different. 
For more than a century, the revolutionary laws of 1791 and 1793 set the judicial 
agenda. But since the laws in question were rather »laconic« (Rideau 2010, 253), the 
discussions came to focus on the wanting definitions of what »traits of personality« 
may tie a work to its creator, and on the temporal extension of the ensuing right (it 
takes until mid-century before performance rights to music becomes an issue in 
France; see Albinsson 2014, McFarlane, op. cit., 56). 

The ontological and metaphysical determination of the abstract work was 
ultimately a German issue. But it was late on the scene. We have seen that Hoff-
mann did not subscribe to any abstract Platonic work concept, and neither was 
any such concept assumed in the Prussian law of 1837.15 To the latter conclusion 
further speaks the circumstance that in Johann Vesque von Püttlingen’s pioneer-
ing work Das musikalische Autorrecht from 1864, there is no indication of any 
 Platonic work concept (for Püttlingen, the right to music is exclusively derived 
from the melody, whereas the accompaniment entitles no right). And when 
 Püttlingen’s treatise is reviewed in the Allgemeine musikalische Zeitung the same 
year (issue 5, vol. II), this »shortcoming« causes no comment at all (which it 
 certainly should, had the concept been regulative). It takes until 1880 when law 
scholar Josef Kohler draws on Schopenhauer’s Platonic metaphysics in an attempt 
to claim a single source for the rights to original compositions as well as arrange-
ments and performances thereof, that the Platonic work concept is explicitly and 
comprehensively applied to music (Kohler 1880, 220ff). The locus is Kohler’s 

15 Despite commentaries to the contrary by Kawohl and Kretschmer (2003).
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 treatise Das Autorrecht, and the ontological details are not carved out until another 
twelve years, in Kohler’s Das literarische und artistische Kunstwerk und sein 
 Autorschutz from 1892. In this later book Kohler adds the neoplatonic concepts of 
»inner« and »outer« form to his Schopenhauerian construct (most likely derived 
from Fichte’s famous theory of the literary work, stripped of its Aristotelian 
 dialectics of matter and form). With these conceptual resources Kohler assembles 
an argument by which artistic works are determined by an »imaginary picture« 
exclusively created by the composer (Kohler 1892, 33), thereby imputing on the 
latter a right of authorship and legal protection. In contrast to earlier legal theory, 
which only acknowledged rights to material objects (property) and intangible 
goods (services), Kohler proposes that the imaginary picture of the musical work 
be the object of a generically new »right to immaterial goods« (Immaterialguter-
recht). Kohler’s argument for this is no less than that the imaginary picture is a 
»spiritual essence« (einem wirklich vorhandenen … Geisteswesen), or in the present 
context, a purely formal Platonic work (ibid., 35). 

In sum, what ultimately necessitates a Platonic work concept in music are the 
legal problems occurring when copyright is faced with the requirement to cover 
on the one hand different arrangements and adaptations of the »same« music, 
and on the other hand cover both print and performance of the »same« music. 
Equating a musical work with a Platonic form, modernized to acknowledge the 
composer as its original creator, justifies an exclusive right to the composer to 
authorize any materialisations of this work. (And since the Platonic work is 
 essentially independent of being printed or performed, existing as a thing »in 
 itself« beyond time and space, printers and performers can have no right to the 
work.) The dialectical twist consists in that the now pervasive idea that a certain 
composition can be ontologically »same« as its re-arrangement or its performance, 
requires for its full comprehension the conceptual apparatus developed defini-
tively in and through copyright (as it happened), and not aesthetics or music 
 theory. Yet, there is more to this than the needs of copyright.

II

The modern Platonic work concept grew out of commercial needs, in the 
conceptual framework of legal theory. But why did it take so long? And how 
come it was accepted at all? As a theoretical construct in a legal framework it is far 
from obvious that the idea of music as pure form would have made it outside the 
academy. After all, the Platonic work concept serves the economic interests of 
some groups at the expense of the interests of others. To the extent it functions 
regulatively, the Platonic work concept reifies the musical object through a total 
denial and counteracting of the prevailing view of music as primarily an activity, 
as well as it denies the necessity of any materialisation for its existence (in a way 
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that the Aristotelian work concept does not). How did it happen? An important 
and hitherto neglected part of the answer, as I have already suggested, lies in the 
concept of communication as it changed towards the end of the 19th century – and 
especially in the role that the phonogram played for this change. Through a new 
figure of thought, the Platonic work concept found a place to engraft upon  general 
imagination, a vacant slot in the newly »discovered« semiotic communication chain 
waiting for fulfilment. This communication chain provided an explanatory model 
according to which the transfer of a sign from a sender to a receiver is a precondi-
tion for any information to be shared. The Platonic work fits into this model by 
serving as autonomous signified content, whereas the material sound or printed 
score are but conditional signifiers. 

Communication, Telegraphy and the Transportation of Signs

The word »communication« is of Latin origin, although in ancient times it 
had nothing to do with the exchange of ideas (at that time ideas were not  regarded 
as personal conceptions but as eternal truths; our souls were not seen as the 
 private interiors they later became; see Taylor 1989). On the contrary, communicare 
denoted sharing, partaking and making common, as for instance in the public 
 offering of gifts and duties, or as in the partaking of the Christian Communion. 
According to John Durham Peters, »communicatio did not signify the general arts 
of human communication via symbols … . Its sense was not in the least mentalis-
tic: communicatio generally involved tangibles« (Durham Peters 1999, 7). As time 
went by communication came also to mean transportation of physical bodies 
across geographical distances. When John Locke adapted the word to his psychol-
ogy of signs, at the end of the 17th century, it was the older sense that was primar-
ily intended. Locke’s problem was to explain how a society could be built on the 
basis of commonly shared knowledge. According to Locke ideas are fundamentally 
private, they are personal properties that can only be made publicly accessible and 
understood through the conventional signs of language. Thus publication of  private 
ideas through words is a social necessity that inevitably converts the originally 
 private ideas into common property (ibid., 80ff.).16

Although it will take another two centuries until the notion of communica-
tion connects with that of music, the importance here is that Locke relates the 
notion of communication with that of the sign. Within a few decades Jean-Baptiste 
Dubos connects this notion of the sign to the novel concept of the fine arts, a project 
fulfilled by Charles Batteaux in his Les beaux arts réduits à un même principe from 
1746 (Kristeller 1951; Rudowski 1974). The »common principle« to which the fine 

16 That communication is the converse of appropriation makes Locke’s psychology a poor 
 support for copyright theory (Volgsten 2012).
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arts could be reduced was found in the imitation of nature (mimesis). An impor-
tant distinction between the different arts was their respective ways of signifying. 
Music, with its capacity to speak directly to the listener’s feelings, functions as a 
natural sign for the emotions imitated (in contrast to the conventional signs of 
language that intrigued Locke).

The doctrine of mimesis, though of ancient ancestry, soon looses its grip over 
music. In the course of the 19th century, as music increasingly becomes  regarded as 
an expression of the composer’s personal ideas, feelings and character, the  musical 
work turns into a conventional sign demanding »interpretation« (e.g. Ambros, op. 
cit., 190). Music no longer imitates observable phenomena such as emotional 
 behaviour; music expresses the inner qualities of an imaginative soul. Rather than 
seeing musical figures and phrases as natural signs of emotions and feelings, it is 
the totality of the work, it’s unified whole, that expresses a unique content. When 
the opposite of the universal is no longer spelled the conventional, but the origi-
nal, and when the genius composer’s newly created sign takes precedence, there 
is nothing left to guarantee that the listener will »understand« the musical work 
(ibid., 189, 191). While this change from natural to conventional sign (from figura-
tive parts to the whole of the work) has a direct impact on the ingenious  composer’s 
claim to originality, it will also pave the way for the phonograms subsequent 
 appearance as a natural sign – not just for any signified musical content or other, 
but for the musical work itself. However, there is still a component lacking before 
music can have anything to do with communication, before the musical sign can 
be fully »communicated« in the modern sense. This component is the medium, 
through which signs are communicated.

Already Aristotle had noticed that for us to hear there must be air between 
the sound source and the eardrum, as well as between the eardrum and cochlea 
in the inner ear. The air serves as an intermediary, tò metaxú (Kittler 2009). But 
Aristotle did not develop any concept of the medium (Guillory 2010). It would 
appear much later and gain impact within the context of neurology. Although the 
nervous system was studied in ancient times, it wasn’t until the 18th century that 
Isaac Newton could show how nerves convey sense impressions to the brain. 
 Before Newton it was widely thought that the nerves’ main task was to activate 
the body’s musculature (Otis 2001, 14, 22); from Newton on the nervous system is 
considered as a medium, a transmitter of information about the outside world to 
consciousness. Towards the end of the same century (the 1700s) it was also shown 
that the nerves mediated electrical impulses, not hydraulic »animal spirits« as 
previously thought (ibid., 16). 

The view of the nervous system as a medium for signals is further strengthen-
ed by the new communication technology, the telegraph. Introduced in the 1830s 
the electric telegraph is rapidly established in Europe and North America. The 
network of electric cables connecting cities and countries – the first transatlantic 
telegraph cable is drawn already in 1866 – lends itself swiftly as a metaphor for 
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the nervous system. Whereas Locke related the sign to the concept of communica-
tion (though in its ancient sense), Dubos the sign to music (though without any 
connection to communication), it is Hermann von Helmholtz who connects the sign 
with the medium through which it is communicated. More famous for exploring 
musical acoustics, Helmholtz also theorized over the mediating function of the new 
telegraph.17 What is particularly interesting in this context is that from the early 
1850s Helmholtz extends the metaphor to explain the nature of the information 
mediated by the nerves (ibid., 68). Like the electrical impulses communicated 
through the telegraphic cables, the nervous impulses are meaningless, i.e. they 
are meaningless unless they are interpreted (ibid., 29). With reference to Kant’s 
explanation of how the categories of understanding form our knowledge of the 
phenomenal world, Helmholtz holds that the nervous impulses are our only 
 contact with outside reality. Of the world »in itself«, beyond nerve impulses (or 
Kantian forms of understanding), we can know nothing. Nerve impulses, like the 
telegraph ditto, are the signs of things in the world and understanding what the 
signs stand for is a matter of learning and convention. Even reactions to natural 
signs (or »images«, as Helmholtz would say) presuppose conventionally coded 
knowledge about the nature that they resemble (Otis, op. cit., 43f).

The metaphorical potential that Locke’s notion of communication carried – 
i.e. communication as the transport of signs – united with Helmholtz’ telegraphic 
simile, according to which signs are communicated from sense receptors to our 
brains via the medium of the nervous system (some telegraphists even regarded 
the network cables as extensions of their own bodies and minds; ibid., 147, 220). 
As telegraphy became an established and widespread technology towards the 
end of the 1800s, transportation and communication became conceptually sepa-
rated (Carey 1989, 204, 213). At the same time the elimination of geographical 
distance by telegraphy was compensated for, as it were, in the new theories of 
face-to-face communication, which implied a physical distance for the signs of the 
linguistic message to travel from »transmitter« to »receiver« (as when Ferdinand 
de Saussure illustrates his concept of parole with arrows pointing back and forth 
between the communicatees; see de Saussure 1959, 11). Between the two came 
forth the medium, providing the missing link in the communicative chain.

Among the first to explicitly use the communication-chain metaphor was the 
American sociologist Charles Horton Cooley, who in 1894 wrote that »transporta-
tion is physical, communicating is psychical« (quoted in Peters, op. cit., 184). Fif-
teen years later, in his thesis Social Organization, Cooley states that »communica-
tion includes ... gesture, speech, writing, printing, mails, telephone, telegraphs, 
photographs, the technique of the arts and sciences – all the ways through which 

17 Helmholtz is not alone in seeing the similarities between the telecommunication networks and 
the nervous system. For instance Hanslick writes figuratively about the nerves as »the imperceptible 
telegraph service between body and soul« (Hanslick 1891/1986, 51).
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thought and feeling can pass from man to man« (ibid., 185). The question is whether 
the chain metaphor was applied to music. John Tyndall had already in 1867 
 published his popular book on sound and its transmission from sound source to 
brain, a book in which he also mentions music, or more specifically »musical 
tones« (Tyndall 1867); but the tones of music remains for Tyndall acoustic, rather 
than aesthetic or semiotic phenomena. The important difference between natural 
and conventional signs, or between sign and medium, does not appeal to Tyndall. 
Which brings us back to asking, was music, at the turn between the 19th and the 
20th centuries, thought of as a message (signified form) communicated as signs 
(the signifying sounds) through a medium (public space, phonograph, radio) 
from a sender (composer) to a receiver (audience)?

Phonography and the Communication of the Musical Work

It would take until after World War II for the communication chain to get 
schematically outlined, by Claude Shannon and Warren Weaver in their Mathe-
matical Theory of Communication – a work that was primarily aimed at optimiz-
ing the transmission of information via telephone lines and radio waves (Fiske, 
1984, 6f). And it took until after the 1950s before this model was applied to face-
to-face communication between human beings (Windahl & McQuail, 1978, 10). 
Whereas a philosopher such as A. J. Ayer explicitly preferred to »ignor[e]  questions 
relating to the transmission of messages« (Ayer 1955, 24), the linguist Roman 
 Jakobson faced the issue head on, claiming that in addition to the mere chain of 
communication (sender, message, receiver), sender and receiver must share both 
code and context for communication to be successful (Jakobson 1960). 

But although it took until the years around 1970 before the chain model was 
explicitly applied to music (Bengtsson 1973, 16ff; Wallner 1968, 12ff; Stockmann 
1970), it had already begun to dawn for quite some time. The American musicolo-
gist Otto Kinkeldey had already in 1936 taken up music’s possible semantic dimen-
sion (referring to linguists Ogden and Richards) proposing that »there is no reason 
why the human intellect should not for the purposes of musical communication 
erect a system of tonal signs« (Kinkeldey 1936). The ideas were taken further by 
Charles Seeger in a proposal for a musical logic (Seeger 1960), but by that time, the 
year was 1960, Seeger was far from the only one to discuss music in terms of 
 communication; Deryck Cooke (1959), Hans Keller (1961) and Leonard Meyer 
(1956, 40ff; 1961) are some of the more famous names from the same time that take 
communication for granted in their musical analyses – while John Cage had already 
questioned the phenomenon in his own distinctive way (Cage 1958/1960).

Here we must pause and back the tape. What was it that Cage had put in 
question? The idea of music as communication? If anything, Cage’s musical and 
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aesthetic activities questioned the modern Western view of music: the composer’s 
role is to let the music imitate natural processes (chance music), which inevitably 
has implications for our understanding of music as reified compositions (4’33’’), 
which does not leave much for a modern concert audience to contemplate (you can 
as well go out in the woods and pick some mushrooms). Perhaps the only predict-
able aspect of Cage’s criticism is his focus on a given set of targets: just like the 
composer and the audience, the Platonic work is already there. But since when?

According to Theodor Adorno, the reification of music is tied to the rise of the 
phonogram and begins with Ernst Chladni’s explorations of how sound waves 
 visualize mechanically in different media (Adorno, 1934/1990). During the last 
decades of the 18th century, Chladni conducted experiments with pieces of metal 
covered with a thin layer of sand, which were made to sound by striking them 
with a bow. Chladni’s interesting discovery was that different tones created 
 different non-random patterns in the sand, patterns relating systematically to the 
tones generated. These patterns, or Chladni figures as they were also called, gave 
rise to the idea of a pure phonetic writing, or as Adorno put it more than a  century 
later (quoting Johann Wilhelm Ritter), »the script like Ur-images of sound« (ibid.). 
In 1855 Eduard-Léon Scott de Martinville, carried on Chladni’s work within 
acoustics, succeeding in the recording of both a reading of Shakespeare’s Othello 
and the sound of a trumpet. Scott de Martinville had constructed what he called 
a Phonautograph, which registered sound through an eardrum-like membrane 
connected to a stylus that engraved wavelines on a soot-blackened paper (Cowen, 
2009). Unfortunately, Scott de Martinville never figured out how the recorded 
sound could be reproduced. This came to be Thomas Alva Edison’s allotment 
when, twenty years later (in 1877), he constructed his famous phonograph, capable 
of both engraving on and playing back sound from a wax cylinder.

What is so special about the phonogram – which at the time of Adorno’s 
 article had evolved from Edison’s wax cylinder to Berliner’s shellac disc – is not 
that it is »the first means of musical presentation [Darstellungsweise] that can be 
possessed as a thing« (Adorno, op. cit.). Instead, Adorno claims, it is the phono-
gram’s ability to absorb time through revoking the live performance; time that 
would otherwise have elapsed and vanished. By »petrifying« (erstarren) musical 
activity, the phonogram captures and preserves time. The phonogram accom-
plishes this through the »natural« grooves of the analog recording technology 
(from Scott de Martinville to the LP), which distinguishes it from traditional 
 musical notation. Music may now be written down graphically without ever 
 having to sound – and yet it is there, preserved for posterity exactly the way it is 
supposed to sound (ibid.).

However, musical reification does not stop here; rather, this is where it 
 begins. The reification of time is but a first step in the reification of music taken by 
the Platonic work concept (leading among other things to the idea that the phono-
gram re-presents the »same« sounds as those recorded). What Adorno fails to 
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recognize from his historical vantage point is how the reification of music, through 
the rise of phonogram technology and its subsequent economy of industrial mass 
production and consumption, trickles down into the vital organology of artistic 
creation itself, and eventually surges back into the very self-consciousness of 
 (Western) music. More specifically Adorno overlooks the historical consequences of 
phonographic scripture being »natural«. Given the century (after Kant) during 
which the natural sign had to stand back for the conventional, in which interpreta-
tion replaced immediacy, and wherein the universal had given way to the original, 
the natural signs of phonography appear as an objective coding in a double sense: 
as form music now exists independently of human interpretation. For the first time 
in history music exists as an entirely autonomous object. This is possible since unlike 
conventional notation of music, the phonogram is carrier of both immaterial form 
and its sounding materialization – a dual message that the phonogram transports 
as an enclosed sign from sender to receiver with the highest fidelity (Hi-Fi). 

As one can see, Adorno tends to regard reification more as a problem on the 
side of the listener’s consumption and commodity exchange, than of the meta-
physics underlying the composer’s aesthetic production (ibid.; 1986, passim). 
Adorno nevertheless helps us see how the Platonic work lives on and of the 
 material substrate that it simultaneously rejects: the compositional activity is not 
only a spiritual shaping of a sensual tone material, formed by convention and 
tradition – like inspiration a result of hard work and reworking (for which 
Beethoven’s many sketchbooks are a classic example); the immaterial outcome of 
the creative act also requires material media and communication channels to 
 inform the  receiving audience, a requisite for which the phonogram is emblem-
atic. However, the phonogram’s working role as medium is only the bottom side 
of the coin; the flip side is its long-term metaphoric role as sign – the phonogram 
as sign requires further media such as the phonograph for its full communication 
(cf. Fleischer 2012, 43ff) – whereby it serves as role model for the musical work 
»itself«. The Platonic musical work is the signified immaterial content of a  message 
communicated from composer to listener not only through mechanical or elec-
tronic media such as the gramophone, but also (by the same metaphorical token) 
in face-to-face situations through the material medium of sound.

 Concluding Remarks: the Phonogram and the Domestic Museum 
of Musical Works

If there is an answer to how the Platonic work could arise and survive in what 
Dahlhaus called an age of positivism, it is this Platonic work’s ingenious ability to 
ally with a figure of thought central to one of the research fields of the natural 
 sciences, namely the communication chain (an intangible link of which the work 
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becomes as result of its role as signified content).18 The communication model of 
cybernetics and information theory provides the Platonic work of music with an 
air of scientific solidity that is hard to see through. It is a solidity borrowed from 
mass media technologies (amortized by copyright’s lucrative royalties), which 
cast in the most elusive of the fine arts makes it appear as an intangible object: the 
reified musical work.19 

Not surprisingly, the relationship of dependency is mutual.20 In the same 
way that the notion of musical communication rests on a metaphor (a figure of 
thought) for which the phonogram has served as model, the commercial break-
through in the 20th century of the phonogram as music recording rests on the 
aesthetic objectification of the musical work as the immaterial »message«  mediated 
through the communication chain, a »message« which it ultimately reifies through 
this very figure of thought.21 Although it is not Adorno’s concern, he also directs 
attention to what might very well be a crucial spatial presupposition for the 
 reifying process described above. If Adorno was sceptical to the artistic potential 
of the shellac in the 1920s and 1930s, he became somewhat more favourable to the 
LP towards the end of his life (Adorno describes in positive terms how LPs by the 
1960s have become able to adapt to the grand opera-format in a way that allows 
the listener to relate to the music like the reader to a text »more perfectly than the 
supposedly live performances«) (Adorno 1969/1990). And whereas he had earlier 
been negative to how »[t]he spatially limited effect of every such apparatus [the 
gramophone] makes it into a utensil of the private life [of the] bourgeois family«, 
in whose salon it »stands innocuously as a little mahogany cabinet on little rococo 
legs« (Adorno 1928/1990), alongside the record collections in »herbaria of artifi-
cial life« (Adorno 1934/1990), Adorno came in the end to speak trustfully of the 
private record collection as a music »museum« wherein »recordings awaken to a 
second life in the wondrous dialogue with the lonely and perceptive listeners, 
hibernating for purposes unknown« (Adorno 1969/1990). 

What this seems to indicate in retrospect is the role of the early 20th century 
bourgeois salon, and the subsequent living room into which the former trans-

18 As put in an essay from 1955, the »[t]heory of Communication is a rigid scientific theory 
[which] has been grabbed like a straw, by linguists, by psychologists, by physiologists, by sociologists, 
by someone from every ’ology’« (Cherry 1955, 48).

19 That the recording of the musical work can be owned like a thing was, pace Adorno, crucial for 
its ability to circulate on a market policed by the »owners« of copyright. 

20 This can be seen as an answer to Michael Chanan’s question why phonography enters the 
scene as late as the end of the 19th century, when all its technical components were in existence long 
before (Chanan 1995).

21 Edison’s suggestion for possible uses of the phonograph – or »talking machine«, as it was 
widely called – is well known, among which the playing of music was but one among many (see 
Chanan, op. cit., 3). One should not forget that »in the early 1920s, [music] records were still thought of 
as a means to encourage sales of sheet music« (Howland 2009, 50), while solitary listening to music 
was long regarded an asocial perversion (see Taylor, Katz & Grajeda 2012, 47).
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muted. In so far as these spatial localisations of music listening and consumption 
played an important role as commercially indispensable outlets for the pre- 
recorded music phonogram – important as the phonogram proves to be for the 
Western concept of music – they point to yet another chapter of music history to 
be told. This is a chapter wherein popular music is likely to play a role far more 
important than Adorno would have imagined (cf. Horn 2000), reminding us that 
no one probably ever asked Joni Mitchell to record the Blue album again!
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Sažetak

Djelo, forma i fonogram. O značenju pojma komunikacije 
za moderni zapadni koncept glazbe

Prema utvrđenom mišljenju povjesničara glazbe i drugih znanstvenika u zapadnom je 
svijetu određeno razumijevanje glazbe uspostavljeno oko 1800. godine. Prema ovom 
shvaćanju (koje je i danas vrlo rasprostranjeno) pojedinačna glazbena djela stvaraju skla-
datelji nakon čega ona postoje kao apstraktni entiteti izvan vremena i prostora. Ovdje se 
dovodi u pitanje utvrđeno mišljenje o načinu razumijevanja glazbe. Tvrdi se da je specifično 
razumijevanje glazbe prema kojemu su pojedinačna glazbena djela stvorili skladatelji na-
kon čega ona postoje kao apstraktni entiteti izvan vremena i prostora utemeljeno otprilike 
sto godina kasnije, odnosno na prijelazu u 20. stoljeće. Konkretnije, tvrdi se da dotični po-
jam zahtijeva: 1) teorijski razrađen pojam forme pojedinačnog djela, te 2) određen način 
mišljenja prema kojemu upoznavanje apstraktnog pojedinačnog djela zahtijeva njegovo 
prenošenje od skladatelja do slušatelja preko »komunikacijskog lanca«. Budući da je prvo 
potrebno da bi se utvrdilo što je glazbeno djelo, drugo objašnjava na koji način to djelo 
sudjeluje u razmjeni između pošiljatelja i primatelja. Potonjem je značajno pridonijela elek-
tronička telegrafija, kao i fonogram. 
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