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A Change of Values in the “New Musicology” Studies
—— From Goal-Orientedness to Non-Goal-Orientedness
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Abstract

It is often assumed that studies of the so-called New Musicology,
which started around 1980s, differ from older musical studies mainly in their
cross-disciplinary methodologies, with import of those developed in literary
criticism, cultural studies, feminist or gender studies, etc., or in their attitudes
toward musical autonomy. This essay indicates that, in addition to the
difference in methodology, new musicology differs from the “old” studies in
terms of musical interpretation in their respective perspectives and values as
well. Taking Chopin’s Prelude in A Minor as the primary focus, this study
compares and analyzes the explanations and interpretations offered by some
representative new musicologists with those by scholars of the older
generations.  As a result, the difference is found primarily in their respective
attitudes toward goal-orientedness in the music.
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TFREFLREETUE 1980 AU - HLERHYRERE » AR T EREY
W - A/MBRPTE ~ SRERRY e E LU PR ) fFan (40
BE%5 -~ BEENZE)  —— 28K - BIEEEHE - METr2REE
%Eiﬁﬁf%’ SR 2 HESE > AR ~ fUTERE - B ER T
FE o WA ES - ST T E Mtk A - 8
BEE]RF > B SRR AL Sl A FIAY R B RS L PR B apdy L3R > 402tk

O OUEWST - AR 1R FEEEL . —— W AR

LI E B SGE 1 FE Susan McClary, Feminine Endings: Music, Gender, and Sexuality
(Minneapolis: University of Minnesota Press, 1991); Marcia J. Citron, Gender and the
Musical Canon (Cambridge: Cambridge University Press, 1993); Ruth A. Solie, Musicology
and Difference: Gender and Sexuality in Music Scholarship (Berkeley: University of
California Press, 1993), and “What do Feminists Want? A Reply to Pieter van den Toorn,”
Journal of Musicology 9, no. 4 (1991).

2 {540 Lawrence Kramer, Music as Cultural Practice 1800-1900 (Berkeley: University of

California Press, 1990), Classical Music and Postmodern Knowledge (Berkeley: University

of California Press, 1995), After the Lovedeath: Sexual Violence And the Making of Culture

(Berkeley: University of California Press, 1997); Rose Rosengard Subotnik, Developing

Variations: Style and Ideology in Western Music (Minneapolis: University of Minnesota Press,

1991), and Deconstructive Variations: Music and Reason in Western Society (Minneapolis:

University of Minnesota Press, 1996); [/ ;. Gary Tomlinson, Music in Renaissance Magic:

Toward a Historiography of Others (Chicago: University of Chicago Press, 1993) % -

{540 Carolyn Abbate, Unsung Voices: Opera and Musical Narrative in the Nineteenth

Century (Princeton: Princeton University Press, 1991); Fred Everett Maus, “Music as

Drama,” Music Theory Spectrum 10 (1988): 56-73, and “Music as Narrative,” Indiana Theory

Review 12, vols. 1-2 (1991): 1-24.

4 JEJ7THAYERZE$E John Shepherd, “Music and Male Hegemony,” in Music and Society, ed.
Richard Leppert and Susan McClary (Cambridge: Cambridge University Press, 1987), 151-
72; Music as Social Text (Cambridge: Polity Press, 1991); “Difference and Power in Music,”
in Musicology and Difference: Gender and Sexuality in Music Scholarship, ed. Ruth A. Solie
(Berkeley: University of California Press, 1993), 46-65; John Shepherd and Peter Wicke,
Music and Culture Theory (Cambridge: Polity Press, 1997); Peter Wicke, Rock Music:
Culture, Aesthetics and Sociology, trans. Rachel Fogg (Cambridge: Cambridge University

w
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S e~ Z [ E MBI S AR S - BB SR
JESR - BAZ A —HEHSK - EFTRFELEHIEES - 11882 - X
{EWE ~ RS MEFER D S AP U RAE B 2520 5T > ERt o B R
B PR T EEAIITEEIE o A0 AR — A BT R LG SRR AT
TGRS TR,

"B | BB A AR E ? B AT B #E R
K CREREAR R T B S M E R A E LA ) > DURCH B B B RS Y B2
HraakE o N REIRIER Y T BE EA I e
BL 25— ERIRGERET o A AR TRrE s | BLE LR RAI T
J3iEARE - AEH 1994 4F T 2R 4ese | G RAYEGHH » Ellen Rosand
TR aEER | RRMUE TAOTAVISAL - T RIS > REELEEZ M 0 A
B MR - U bR EE——E e R RTT A E E EE A Y —
Beor i 70 o GEFUE AL R TS e ) e EE) o

Press, 1990).

S G T EseE | s aE 0 728 Kofi Agawu, “Analyzing Music Under the
New Musicological Regime,” Journal of Musicology 15, no. 3 (1997): 297-307; Matthew
Brown, “‘Adrift on Neurath’s Boat’: The Case for a Naturalized Music Theory,” Journal of
Musicology 15, no. 3 (1997): 330-342; Scott Burnham, “Theorists and ‘The Music Itself,””
Journal of Musicology 15, no.3 (1997): 316-329; Johathan Dunsby, “‘A Slight Over-
simplification’: An Interview with Arnold Whittall,” Music Analysis 14, no. 2-3 (1995): 131-
139; Patrick McCreless, “Contemporary Music Theory and the New Musicology: An
Introduction,” Journal of Musicology 15, no. 3 (1997): 291-296; Stephen Miles, “Critics of
Disenchantment,” Notes 52, no. 1 (1995): 11-38; L)z Jonathan Stock, “New Musicologies,
Old Musicologies: Ethnomusicology and the study of Western Music,” Current Musicology
62 (1998): 40-68.

6 Stock, “New Musicologies, Old Musicologies,” 55.

7 “Semiotics, response and reception theory, narratology, gender theory, cultural criticism——

these are just some of the analytical approaches that have been newly brought to bear on the

study of music. And the result is a conglomeration of critical activities commonly called the

‘new musicology.” Ellen Rosand, “The Musicology of the Present,” American Musicological
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PRI TR YEEL ) Bl 60 - 70 FELAE 80 FAUHTHES T AEAYERAR -
RN ER A RBE LR ZE 7AW B JTHAVARIE] o Q07N SCRT
o PR TETE SRR ) WEBSITRI A RO A IIER o ZRH
FIE S M EREN— ST AL Lawrence Kramer - Susan
McClary -~ Rose Rosengaard Subotnik ~ Carolin Abbate 223 » Bl —
B W RERE T S o HEEHEI TR - HETAHE RAYER
& o e - EE MRS (HHRAEE - 2FIWEm LI R H e - (=
HeedhnvieR R B R EBAIN S E A - NI ~ 5T
7% (' Schenkerian analysis ) ~ DL K i 2 2% J& M 2K 09 48 M 53 M7 (linear
analysis ) -

AR FREIEFE TR E N TR - N REHIEITE - FRfL
R H RS MU T EEE ) AVEREE o B RTERMT S
A EFEHE R EEEN AR rZ 2Ry Lm0 o AR SRHS
o e TR (IR B —EE TS i Ay E S T
JE AR S — K 7y R A = R AR ST ~ BURE ~ Jh EHEEERAY
BEEE - ACELUSTHEEEBRVESE ST > M " g% ) 1fdE
GeiE AHVEEL > MERECHTEEE R -

e SE B BE RS RV R > PSRRI S EIE— - =
HME > EAEHEE R XETLIEEE TN - flE#m (music
autonomy ) °*~T4—M: | B T EEESME | (unity or coherence) "% #iE

Society Newsletter 25 (1995): 10.

8 RSGR B IR AR A

* ARSI R M R R E R IITESUEE R KR - 7125 Robert P.
Morgan, “The Concept of Unity and Musical Analysis,” Music Analysis 22, no.1-2 (2003): 7-
50; Kevin Korsyn, “Brahms Research & Aesthetic Ideology,” Music Analysis 12 (1993): 89-
103; Alan Street, “Superior Myths, Dogmatic Allegories: the Resistance to Music Unity,”
Music Analysis 8 (1989): 77-123; DA} Leonard B. Meyer, “A Pride of Prejudices; Or,
Delight in Diversity,” Music Theory Spectrum 13, no. 2 (1991): 241-251.
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B RAVEREL - AR E Rt M > BA WA AmEA
D —DIM A - NIhEL E— 2R PRV R - BE - TRANVRFE
WA R HIEEE A FEIMEZR

AR > AR RE T T HERBEE I HRIPTARR -
(B FEE PHE U LY R B B [E] — o (E Gy A B AR E - 2590 e a1
BEEE AR Rl R S AR R AT BURS ERVI R - DU R
TRFTL K FIHEEE BAZAY A [F TR -

"HESE | IR EREE AL > HEWRE R o NEIVE
FAEBEATE T » FrATH I A ATRES A HA - ZAMER T B %P4
EARESURR L T ae8s | pt— s fEiEWes o B2 fmilr - sef 5

(Lawrence Kramer ) » &xHft « 2872 E8 (Susan McClary ) » ZEHT « #REEHE
A] (Rose Rosengaard Subotnik ) 2 A o “ASC{E DS = rE2E ARk )T
A BUE BaTam TETE SRR BUAER - DUTHVER Y - R ESRE T —E 5]
FERE VS —R Y (AVNERTZ=H ) (BB 29%) —8IZE T
HEEEE | BRI S SR o HILHATR AT - R ERRE R
oA E - i EEEO R -

O AR EEWS e TS EE IR AY - Y Agawu, “Analyzing Music
Under the New Musicological Regime”; Miles, “Critics of Disenchantment”; [/ Kz Stock,
“New Musicologies, Old Musicologies: Ethnomusicology and the study of Western Music.”
ENEREYE al W R B S g2, > ] 2:R4 Miles, “Critics of Disenchantment” Eil Brown,
“‘Adrift on Neurath’s Boat.”” T2 se il 58 B FF 20 5 a5 SRRV BE 8L - B Agawu,
“Analyzing Music Under the New Musicological Regime”; Miles, “Critics of
Disenchantment”; Brown, “‘Adrift on Neurath’s Boat’; Stock, “New Musicologies, Old
Musicologies”; LLfz Pieter C. Van den Toorn, Music, Politics and the Academy (Berkeley:
University of California Press, 1995).
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(A /NFRRTZRE ) (REGI—) EREZHE [ En B0t
B EEEE TR GR  lwmx > HEE - LR
James Huneker S Cb " BERA ~ I1VE - 485 - SRR ~ 1 HARIES |

(ugly, forlorn, despairing, almost grotesque, and discordant) - 'George
Charles Ashton Jonson ~ Jean Kleczynski + Andre Gide ZFE2 & EE I
HHERRS TR IAEEZR - "Wl ke TIEEE | WRE Yz —
AYsE R SRRt T DL 19 HECHIRVERETT S » 27 LaVBRRN » DATRAM
AOREET S > AT DASR 2t , -

MMIAERVEE » BIEESEHEGRE - By THEgesE , fIRE
AN Rt hiR g - o Has i b - B EERESE - B ERYE -
LR o B BA - M A EE N T EEEAVESE - flafse
(Heinrich Schenker) » Z2B84 « #F (Leonard B. Meyer) » B{HEzE « f,
& (Edward T. Cone) » #H] « ZEf%-{- (Michael Rogers) » BfE#E « /&
#H (Edward Rothstein) SFE25 HRESEIAVEERETTE - KGRIl 1EE
AEZREUE(E - TSR - T E s | AveEs - B E S 2Eihnvm -
At U AC A S bR SR B E A T SO A Al Y 0% - 5B
“eEtdE T BN L HER AR A o SRR TR R AR T AERE

11 James Huneker, Chopin (New York: C. Scribner’s Sons, 1900), 221.

12 George Charles Ashton Johnson, 4 Handbook to Chopin's Works (London: W. Reeves, 1908),
173; Jean Kleczynsky, Chopin's Greater Works, trans. Natalie Janotha (London, 1922), 47;
André Gide, Notes on Chopin, translated by Bernard Frechtman, in Frédéric Chopin:
Preludes, Opus 28: An Authoritative Score, Historical Background, Analysis——Views and
Comments, ed. Thomas Higgins (New York: Norton, 1949 & 1973).

13 “Much of [the A Minor Prelude] is deliberately ugly by the early-nineteenth-century
standards, and arguably by ours ...” 5, Kramer, Music as Cultural Practice 1800-1900, 72.
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UETEEE ) WIFT AT 0 B (A JNERTZEE ) BVBEEBLIAT - RrRlE
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14 “I think what this music does primarily is to recognize the reality of the contingent.”
Subotnik, Developing Variations, 152-53.
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HAWRMEE (e PR S 2 R e HVEE o MR e s
A A RHHDIERE S RAY - {HAE 1960 ~ 70 ~ &4 80 FAXHYILE
HEEME - A EMRN TR — - RIEBZMNEm - %%
DG E| AT TR E AR | NIRRT > BRI E SRR RS
S B SERR AT RN T ) BLEEE o FreFriRHRR (A /NEERIZE
HH) BV (BB =) » B BTy S8 - SERRAVFTss TR
A (Ursatz, background ) ZREHf# - ©

A —_—
R —
Chopin, Prélude op. 28 no. 2
m. 4 0 0.7 ¥ L (U 1 § 12 18 14 18 10 17 18.10 20 21 22 21
3 (-% 4 g 8 :
‘9 - & T T
5= T =
- N— . v —o
\'V\\;V \ _______________ P _____ 'ﬁ \ v v._*3

- = =
@W\—/ 0\':r\f/°

—— 52

s :l E l% é |

= 4l

a minor: V.

FEFTERY AT (A VNRRTZRE) AR > BREEARAIFIAZSN - &L
ETLERANEZEAERE (prolongation ) o HI > Hal AT 2XRAVERE T > AIE
TR 5 " SRS HAR ) HYETIRRE - Rt lE AR A
INZRI5Z - il A AR 12-16 /NERHYNIEEHET TREZR H AR > (HiE
HHRTCIm S MA RS > ol 2 S Rt A SR RAETT - A ~

B TS A NERTZEAT S HT B Heinrich Schenker, Free Composition, trans. Ernst Oster

(New York: Longman, 1979), % —fi} - 110 ; LKz Harmony, trans. Elisabeth Mann
Borgese (Chicago: University of Chicago Press, 1954), 252.
FRSE R Ay Ursatz HEHEER TR 0 EEHIEEY background EH] FAVES
W RA P SGEE - ARMAERESFRFR U ey 8T - Ursatz JRER HIZ8EdhHy
B RIMECTAERTA M S % —1E " E89E Yy, (original movement) » A
ARz sk TR .
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W E LRI IVEE - f£ T HHE R T o SR E il e E e
[ B —frey E R HE | AVERHNEERE > wbfe Ry " B

LA SE T FTEE AR - T HAEE R, B A eI %y
—7E T8 - Bryan Hyer figgf# " 3% | (tonality ) HVHEFEIFHEH - H—
s LA RVADE > BLESESEIONALY 1600 £ 1910 [ BT E
SIS E G 2 22k T EI S ERE > MR SERH RS LR
LT @Zﬁg ’ Eﬁ-ﬂ'rﬁzﬁﬁﬁww » LA BN R i P A 15 B AE R AR
CHITEBRSETIL -

FERREEEEZTHAAGEHET > BEEh SR EEER —EE—
1y~ IREEATHE ﬁﬁ}_% (EeEfEsee) pbl—HE " 5m ) th—EE
7 =GETT » ISR E R AT T B R ESS , (goal-oriented
tendency ) - IEHEESAERAS EIIE > AR ~ M BRI 2] £ 5
FRITZ o et A BE - 8 - (REEEFHITERE  ARKREEE
R HAR > Sl A F 52 - fEEfR T > SEEEEFHRNEREH
FEHERVBE R ARVE R B EY) - AR AR s - N SR E
EMMEARE -7 T BEYE, —EE RV ERRGN - R

16 “In its power to form musical goals and regulate the progress of the music towards these
moments of arrival, tonality has become, in Western culture, the principal musical means
with which to manage expectation and structure desire.” Brian Hyer, “Tonality,” Grove
Music Online, Oxford Music Online, http://www.oxfordmusiconline.com/subscriber/article/
grove/music/28102 (accessed December 3, 2008).

Y HEE s Ay T RIS (foreground ) ~ T i ) (middleground ) ~ T JE Y | ( Ursatz,
background ) &7y » B AR BN ST BB FAVRG HE—TFEE
Faz—— MRIGIIR DR - —(EEgstt (FIra—EFEET) 2@ "Ris -

Prpsg y fiEe T RA ) BR O FHEEAREEZ B RME - fiRry3EEE

WA EEZ SRR TS - TNE TR EEM G - FICE R EH TS

R4 > HIEH S dh B A8 17 8 ) e 44 TR0 - —E R EAY B LR (dominant

prolongation) &% » RIRZ (R ATREHLR Retdhfy "5, 2 —&00) - A EER
THi&R ) 5 THE ) ER -
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IS E T EoRED ) HEBE EIEREL o SUAETRSSR Y] ~ HEZSRTT - HEY
BBy T i EFEE X RIE M EERARTT - sb—BHE > (8 THEIRE, b
(R L - WAEH T 2R PRI (A0S (E L) MEEK -

HE " HEEE , WIHMEERANSE IR HES > ChEWE AR

ﬁi‘mz%ﬁ}%uﬂ@’] TR AT AR - TErE T R R

amth o ERE RS H H AR R E RIS - f140 Alexander L.
Rlnger s ANCEIC S B T e B A S g R L

FoFERAT O TEOREC GPRERBIEES L SR
PR AE 2 _m’fr%»:n 3 th4 £ o }gg;t{;;\gg B
g?‘:}i.% 76“"mE] ‘%ﬂ%rﬁ»_ﬂj_ ﬁ!ﬁ‘m%j\ :ra,r’}mp yJ-__]{»b B&FLQ

PRI > ASCRTSt TRy T E R e BE L S A — {18 ik B R [
i o AERASCR s A B R F AT AN E - SR R S E EE
HYJETE - BTSRRI — > s/ DR Rk (it
aF) ZEMhEER—IEATE -

" HEREE ) (RS HESHAY —THEREEE - BT DR R
HE—R T 'R ZoHUERET] - EEEE Max Reger (9 (B2

18 McClary, “Getting Down Off the Beanstalk,” in Feminine Endings: Music, Gender, and
Sexuality (Minneapolis: University of Minnesota Press, 1991), 112-31. H.& " HfE&E|H |
FRAFE TR P TR T 2% -

19 «“By the end of the first millennium, plainchant melody had evidently recognized the
structural weight of the melodic finalis in a manner comparable only to the magnetic force of
the harmonic tonic centuries later. Tentatively at first, but soon inescapably, Western goal-
orientation led to directional diatonicism.” Alexander L. Ringer, “Melody,” Grove Music
Online, Oxford Music Online, http://www.oxfordmusiconline.com/subscriber/article/grove
/music/18357 (accessed December 3, 2008). ‘i » 40[E] N CigHAY - BIEE S EHH
FRGEFBEFENRERHPEE  EUREEEMAERESEE -8
R ARIVEE -
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5 I RERYEEZR B AR ) (Variations and Fugue on a Theme of J. S. Bach for
Piano Keyboard, Op. 81) - “fEiS{E{HI & h » iy EFEILHER T AR
GEREZ A > BB RIVEERE T 22 B IR S EESE - BREEE T
AL R 55 2= > FRiE— oo » il B RS HsHE A R 25 B
SERYATE S o HAPERE TR Reger RESTEISRAATLHE” - 45RER
Gi— ~ EREZEN >t RIS L MR = I (A
RS IRHIR ~ LSBT RSB S5 "« F BN~ N

Pavowavin

27

20 Heinrich Schenker, “A Negative Example: Max Reger, Op. 81. Variations and Fugue on a
Theme of J. S. Bach for Piano Keyboard,” in “Thirteen Essays from the Three Yearbooks,
Das Meisterwerk in der Musik by Heinrich Schenker: An Annotated Translation,” by Sylvan
Kalib (PhD thesis, Northwestern University, 1973), 452-90.

2L «Therefore, only in the last mentioned Variations are the structures good; of course, it’s
Bach’s. In all the other Variations the structure is bad.” Schenker, “A Negative Example,”
486.

2 fignesEsst Reger HEIARVEE A EIEGIATEIERIENELR - Kbk T REEBE%
HOMERIME > I 5t BB AL RS ZE © (“In the slur articulation, Reger proceeded with
complete freedom, ignoring the original.... but under no circumstances should there appear in
place of Bach’s slurs the large phrasing slur, which removes all individualities in the motives
of the lowest order, and which, as in bas 4, contradict the structure of the motives.”)
Schenker, “A Negative Example,” 462.

2 «The figuration of the middle voices lacks internal unity, since it gives expression to no
specific motive, and because of this [Variation 1] lacks a character of its own.” Schenker, “A
Negative Example,” 462-63.

24 «This basic flaw is not compensated by the fact that, for example, the animation of the last
coda-like sixteenths of the Theme are taken up at the beginning of the Variations, nor by the
fact that as early as bar 3 a canonic imitation is put in the tenor, and least of all, by the echo-
like play in bars 6, 8, and 10. These features have no connection with one another. They
burst in unprepared, as if by chance, and originate entirely from restless fancy and from the
inclination toward filling up space.” Schenker, “A Negative Example,” 463.

%5 « it is only proof of the inability of the composer to completely carry out a planned voice-
leading span.” Schenker, “A Negative Example,” 470.
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EEZ MH iR HHVEREEF A D - MEEE PR g%
WA FEA TR R IR B AR HE R RS
kb EIEENS /D0 KOS (B L R -

THAECRIHEE T EZ REL ) X AR S e R SRR —
Bh o BlA0ST S =82 > BrTisHEEEUVINGT TIH EHAEH
T~ RENREL - THEREIS AR IS e T B BN
JE o PRARNES N2 > BN — (BN ESE e B e T A ]
77?7 5 (where does the path lead to?) - #f[H 822 1 s id 5 HH HOFIAE 7 ]
T ETE GRS, (no higher connections)  *HYFAAN - SCATE - 1
FTEy T EARE R A i RE RN (AR e Sy TR
(Urlinie) DURE T &E4 ( EPE: * Firs) HYZERE (prolongation) EGEE
(diminution) - Kt TEAEW S BRIEE | Fris S > HE
AR EE R = R H i rﬁlm%ﬁﬂ%ﬁ% YRR v N E N i

% | (prevents larger connections) ~ " &= 5% | (without connection)

% “The question now is whether we should view these constantly recurring whims of literal
quotes and the continuous mixing of variation-work and quoting as unscrupulousness in
regard to art or inability in it? Undoubtedly the latter, because the fragmentary realization of
spans and the unfounded manner of connecting chords testify to inability.” Schenker, “A
Negative Example,” 476.

27 «“But even as a paraphrase, the piece is unstable and bad, because it is incoherent within
itself.” Schenker, “A Negative Example,” 477.

28 <« . no definite goal is in evidence in the voice leading within these bars ... Also the upper
voice shows no direction——does it ascend or descend from the c® of bar 1, and to which
destination?” Schenker, “A Negative Example,” 465.

29« . both motives [of bars 4-6] are in inextricable contradiction, obviously caused by the
uncertainty of goal on the part of the composer.” Schenker, “A Negative Example,” 470.

30 Schenker, “A Negative Example,” 477.

31 “In all the other Variations the structure is bad. It is based on the extremely exaggerated
preoccupation with connecting immediately juxtaposed chords, which prevents larger
connections and thus makes an aussensatz as well as auskomponierung-spans impossible.
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DUR ETHHRFIRIA SR ~ BAZHE - 7 B -~ S5 Asg— -~ Bz ARtE
ANFFER A 155 T - 2R T v e iR Ay E e RE B
H—7% & DU b45 % (hierarchical structure ) ~ B & 5| ( voice
leading) M RIRER HYEdh (Sgts) " HmE—HE ) WESEHEEE
B e st

R ST AR 3 BT A REAS S0 0 - BHRER B8 A R R T B TR
Y H R RS E R s HELE AL © T e Reger o - REEGIERIME
E%ﬁﬁﬂﬂ@@ﬂu&ﬁ“{h*”% » R AthR = w] SRR & 7 R ORE T
ANBERSHIE B BUHEEME | -

B e — AME S R LEEE R A oA A e PIRER
50 Z 80 FARYIHHHYIAIS HEER S FLAVE L - FSPEERAM o] DA e LA
FEEIA TR FEEZE (A /NIRRT AR - fEfhMIevETER T o
ks " B, A —EREE - @FEMMT AR RE—
& iL% {El /\éﬁm,\zﬁﬁ,ﬁiﬂi (RSB {ERAVFE © B
UEHESE Himo @A (Leonard B. Meyer) {FEZANLL - fTESLRFLE
%EEA ] Féé@Usz&EUJ (the law of good continuity ) fyfERH o "Mz A

HEEMERER RN A RE el fVEE
(the establishment of a process, its continuation, a disturbance, and finally,
the re-establishment of a variation of the original process) - 3-5 /YA T
fetE R EAADIAYEE (1-3 /N ~ 5-7 /NE) DAEIE (4-5 /NERY

The structure remains without connection, and only because of this is it possible for Reger to
insert quotes of individual motives of the Theme anywhere he pleases.” Schenker, “A
Negative Example,” 486.

32 “Since in Reger, length is not created from the perception of an urlinie and from the
transformations which come from it, he lacks a reliable measuring-scale for determining the
number of insertions and their connection.” Schenker, “A Negative Example,” 489.

3 Leonard B. Meyer, Emotion and Meaning in Music (Chicago: University of Chicago Press,
1956), 93-97.
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D) 5 - N —2EAIRAMGE (55 8 /NG - #EZNES T/ VUK - B2
LIRS (B % > 6-8 /N1 ## - IS —2C > BAL 75Rgley TRE ) T4
HYJIE - 28000 14 /NERATBEE(ETETE - Ai—S2AI&ER s F& 1 14 /)
BHBRAVE A BUR TERARIRE o T EALI HAVERE R E R F
(16 /NG - BEEFEIGR T TRl FYNE - Hi% o FEE KSR
WL EEIRRHIER RS -

RS T BRI EAVEIRETT - 2N HFIEAY B A
AR FRE o BTSN R DU RS R SR TR
(BF—")  FihlE 12 /J\Eﬁz{éﬁﬁ&%&%n*“mb lﬁb@?%"lﬁtﬁf I
fe LR RIS AR TIHT IV-VI-1s Vel HOHEE - L ERERE B % A /)N
SRR R (ER=) -

E=—
Mﬁﬁﬁ; 1 4 5 6 § 9 10 U 12 13 15 22 23
B hE GV ﬂ V -
D [Veremeee Ve [y (%aﬁl)
a:[V 32 O---6:3 ________________ 164 \ |
ER=—
N 5 6 8§ 9 10
6
B AR D (V)i VI Ty Vene [
[}
AMWVI - I, - V -1

3 45 Meyer, Emotion and Meaning, 95.
8 45 Meyer, Emotion and Meaning, 96.
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UErE SR ) EEEER

TR VEESZ A0 o] i R et R AU RO BB (LIE 2 At 30 K 2 BT A& 5 3 e84
JiE B LB g AT o i S 5 R B (shaping of aesthetic affective experience )
I #lE T EERE ) (doubt) Bl TORHEZEIRL ) (uncertainty ) AY4SIR ¢ 2EHh
TERRIGNT - AAEEEY THEERL - HEAR IR TR EIS AT BN
[ - BN R NEE 7T (G ] D 2 A) - HiESE
—FEAREEY T AREENE | - ETEEEIAHEE R 10 /NElFES R R
Ko TTE] 15 /NERET (WRIZ » BT A AR - 1055 2O
Y > FEER AR R XA HE

E o (AVNHRTZE) M ERRER SIS T ReE ) BT
TERG > TE R T Ry T HEE — W E — i i — T
TE ) ZEAGEIERT— ) o ETEEEAG AR AR T REAT L i T e R AR A AR
B - BELEAAMATE T R RKE Rl AVERE - HHy

TR B TOREE ) HATR AL T REER HTEE o T TEEEL ) RIS
A TS ) AVESE - TR AR R E TR T e R HIE
% o LR - RS AVER AR > DR SR T R
bR CEFEEBRTHY) AHEER ) R HARAVEIGR R -

EfEDL T HMME | 457 (teleological/goal-oriented structure ) fF k4%
g R B AR  WAERNMEE (A NERTZEH)
Kyt - BE b B nE sl S e P — B E S o o Fef™
Bl s EE AR - P EiM R EE T T B m 2, (goal-
oriented tendency ) - ifj H 8 F1EHE2E:sm (information theory ) HiZ% » $2H
HEE S EEIVRE - el R%ET T BAEEE N , 1EET » WREE
HENERBEE - ESESEE RN - T3S T HEEE  (VEERE
HUIE ~ fREE - T ESE H AR ZERE (delayed gratification ) - FAIZEH#Z A
FEME - "H THE - fmEEEA > WIESH B > EEE BN

3 Meyer, Emotion and Meaning, 96.
37 Meyer, Music, the Arts, and Ideas (Chicago: University of Chicago Press, 1967), 24-35. ##
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DUT o SR HERERHITEE - NILEIAE T BIEER ) B THES

BT EHEEE ) ES > HEWMERN A B ER o BUEHE—
ENEESN  FwmERE > FRTE - UEHEENFEHRLR
(Edward Cone) t#IAALIAYEER - BEMECIRAZE R -
e SR (B Sl Y Eam b P 2 R LR Ry B R TR ey T 5l 0
i [ EAEER ) S o MBS  #E2R T TR IR —E L
TESELFRE - [HEABHRE " 70 (a clear sense of direction) ¥4
MRS - SRR - Mt E R " AT R R
ZEUEAE E — E AR -
— & o P AT B EE AT AR o DR At B S SRR RO T AL
(Igor Stravinsky ) » ZE % « & /A) ( Roger Sessions ) » H#& 1 ( Hector
Berlioz) E/FHMIRAMEMIMAEL - &% - RrgEdhtbm R "5k, Ay
fEELZETE - BHREEA " BAEE N | BV o (F A S EiE AR
fEs -
Yok A F ok IR BEBHIFE = BINA TR B
fodedl o 23 A B DF B D A A de 0 U E U AR D
Pk iem Bhz AP e P RS > [ E7RB & T B B o o
¥ L Alen# S 7 - BEchs T3 5 (downbeat) » — s
£ fo— Bd %1k e T 3p 5 (cadential downbeat) #ri&+ &1 % eh
Eit=4 P

FRFTaREY THEREL ) BRI TSR B ) BB o SRS BERAER 0 92
£ THAT AR (FLERZ &y TEWHIJITAEL (a clear sense of direction ) » #EH Il
TRy T EEEHA T2 ) (goal tendency process ) HYIRMEZ T ) » AHHIAE » iMIRTESE
RN E (BT vagueness ) HYIRRET HIFR -

3 4 Edward T. Cone, Musical Form and Musical Performance (New York, 1968), 26-27.
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UErE SR ) EEEER

EENFLRTEBL PSR E T 480 MIFREE S HhnIaERs - (HEEEX
= Pt aE Lt - BREFMR L Zatam o AT R
BRI (B(%E) WHIRE R ZEW - e T HIEER ) A%
o0 BB IR LR S R T R S SR R A o o R A S EC A
i - A =fEEE Sy RIE T4y g - HiEh - # 4 (stratification,
interlock, synthesis ) - fFis =fE @2 » B E %D EE T4k
(unification) E £ BIE - MEIZETET - B " J7EtE  ScEEEE -
R HERERY B A LR AR 2 R I i - I 22
4~ FA] ~ RRFROIESE N2 AE - T el A IR - RaIfE
oo FLEE DL TEZ 5 B0 T E ) (static) J%EEEEIW?H:%%Z :
sEAH R FAE - BRI E D - 2T -

EEZT o LR (A NRRTZ=E ) FrietlvE A EEH
RAE « fESHEEHTIH (Edward Rothstein) fyEaver - FLEFEH T ¥
BEEREY AT © MR R R LL Y - FRHEERE 24 gl e s
e LA 23 EHRIZAh R (E R o IR - NIt B —5
JEREE R— 25 THE (progression) ify—& - FoHEE —  HF=F
HOA FIEE B ERIRAE - EOR AR AR G IR B S —E ARl
MEE=EHEREE - mE2 (A NREFTED) A52KEHE "H
R thEy—(EERE - HEEER &Rzl -

R EHHEA BN E R A] 2% Edward T. Cone, Music: A View from Delft: Selected Essays, ed.
Robert P. Morgan (Chicago: University of Chicago Press, 1989).

40 2% Edward T. Cone, “Webern’s Apprenticeship,” in Music: A View from Delft, 267-80. /5
BRI L BN BEA G am S R ARG EL 3 47 - T 22R8 Yuh-wen Wang, “Value Judgment and
Musical Explanation: Their Roles in Selected Writings of Edward T. Cone” (PhD diss.,
Columbia University, 1998), 91-104, B3 e A MR T B | (IEEHEFLE S
HH A B RS AR SE R B T ey v 2 e VR -

41 Edward T. Cone, Review of Edward Rothstein’s Emblems of Mind: The Inner Life of Music
and Mathematics. The Yale Review 83, no. 4 (1995): 131-32.

141




PR REE NSRS =1\

ﬂk“?tﬁiﬁ (A /NRTZ=R ) ﬁﬁ%ﬁﬁﬂ%ﬁ%&ﬁ%ﬁ%éﬁﬁ%%ﬁﬁ?\ffﬁ
AT At L A R
AR P AL E DU BT Az AVRE (R - 2RI =& Zf > (9787
Dl s s — (@t EAyIR S - A=A —EHERIY% 0’ " HIEE
o] ) R R i i R B R EEACOR - RIS - i R EMM E R
BeEh T ERARR L AN B HAR > BBV SRE | RATRIREETT - /LR
LIRS > T B ) R PTERAE R EIHRE o Y
B4 > ZLL THERL ) 1&AY THER ) FRZEMER  giERrEE%ET
1y THEERL ) o FLEAYIEE - ARHEELE (A /NHATZ= ) Zkiiegdh
Ty " BER > MERHERRE T —EHarzEdh -

FHE L EFAERIUE SR - (A /NRTZE ) = " BEER 72
R EREN o AU T OCArHL - E—REEME SR - 2 PrlUlh
FeRVER" > Hrh—(EEERE > hEaH T g Ess , FERH
- AHREE - & HA NEREHFE - itz Ewﬁﬁﬁﬁﬁﬁﬁmﬁm
FEfEEE | JaE, (goal-oriented direction ) - g Fi#EfTHY G, » AJE
WIFF TS SR - B E R IR " R B E’J-%ﬁéﬁ%%%
SEEHVIBRE o BEIRE STy ATIE S o BARERE 2R DL A /NGRS B
MAEZEFREN A N=ZMZZAE > 2 V RMZHERE

AR

>R

2R T AR R 2 E A o B EAM AT A NERIR R N EASSY
ffr » B $H Jean-Jacques Eigeldinger, Anatole Leikin, Jim Samson, Michael Rogers Ei
Edward Rothstein 55 - {HRMIHVEERA 2B F R Z LA TTAVETE - #miE
A ESTam » A Jean-Jacques Eigeldinger, “Twenty-Four Preludes, Op. 28: Genre,
Structure, Significance,” in Chopin Studies, ed. Jim Samson (Cambridge: Cambridge
University Press, 1988), 175-76; Anatole Leikin, “Chopin’s A-Minor Prelude and its
Symbolic Language,” International Journal of Musicology 6 (1997), 149-62; Jim Samson,
The Music of Chopin (London: Routledge & Kegan Paul, 1985), 143-58; Michael Rogers,
“Chopin, Prelude in A Minor, Op. 28, No. 2,” 19"-Century Music 4 (1981), 245-50; DLK
Edward Rothstein, Emblems of Mind: The Inner Life of Music and Mathematics (New York:
Times Books, 1994), 181-88.
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UErE SR ) M EERE

(prolongation ) « ZR1MjSE & L il il AR HET T [ F5H9) »  ASELL
e (R S8 — EER TR IR - B e TR -
HEEAVEZR > HREETT > FrRlE 11-14 /NG > SEALL TR ) Y
A UNERACEERE - NEEEARSK B IR A /N> AERESRZTR - &
28 FERVESEM SRS A NRRVATE T > "l DL CATH g B gREE 4 7]
AkR ) HEBHEARY E /N=AIZAR BRIz - (B EANIFEMZATERA
YR =5z ME - T HAESREYE I FriatHAy - i B /N=HI5ZETEATE
Ny —ghfz (R&A RS ) R - & EERAHY Igfnez (15 /)
i) tAHIRE A AR B L B R R E M B A e -
&EREAVES IEF OB BT [F R e — BRI —— 3R (S
SEMAEE R 2% D E S TUR > NP ERIERHER - TFEEStHERY -

BRI G > I E N\ B S Y £ 0 o B A o] R B B e i 45
Y - AlEER » BRSO AT > BT T OTEE T T RE
(directedness ) &R TGRSR TEMITYREE T > B = —TEIHRERY T8
[mHE— EAE AU TIEE > MMl TERE )~ BT o EfEEY
e Ao EIEE R SRR AR - REEELT - DRGSR ARE TE
M EF BEMEN > W EHKEE TR TN
(contingency )  TMEE{EMEAR - FLIFEGLRZIE N SRS Ay > R
FRERY T8 | o (DIPEERiivas R EEIE R - —EE T E01TE) > i
JE—PREEE > FATHREA B -

B T, 20 Bz T B, WREERZEIEE - B
FH T HRE R FEEP AR T, — RS E
TELEH T o EEAVE S E E AR - AR = LR B LT (R S5 I S
HIRRED © 55— 71 > Tk Z ZA T E L L ER SR - A T B
EERFE I e A Al i - SETIERIEE - B -~ FLUEENRIR =1
AR AT TR By T BRI ZFTAE - LB B (A /N
sRpTZh ) B o SR IANE T EARE R B TSR, VST 1R
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SERREERHCR > AR E M R R S B R B E E R EE - DL
THEE TR ) (explain away) TR RFHEESSEIAVIRS: o (DIP
IS - ihrE S Ee T SR FEE o SRR RS E A
= g EAFEIGR - Bl T B AL B
TEEE OB THESRAL ) A TR —— R M AR T REE R
— MAHURAEEENETRE (AR EHEFREE=MZ) B
CEAR - AR B AR TSR ) BRI A E
SREE > FRSGER T T BIEE R A A EEVEST ER
HYE4E - FLRMERFILEEBAVIEE - AR AR E - MERTR
AYRTZ I © qitt—2k > FEEHE L Edny " B BT —EZEd o i
FRERr A NRFTZRE ) U98EER T T EERE R, (AR R T RIER )

tE—BEAEEAVHS TN, ZFBE -

"HEEE, MERT BIUE T EER R - (P RRE - B2
RALIE S 2T AT G e 7 5 S AT - AFE KBRS T S+
Leo Treitler Ffstiey - EREAEMATERIOMN S 4L EAYR T BEESKIF - HAE
A T EEE e AEER o FIROEmEAREDRE - Eo R E T
& FS B PRy (AR [F Ay R EEEERE SR - MFIERNE RS
Hi b 7 ) Y B AR B - I T Rs Y (B E T H SRR B BN & SE/ YR
B o MR R ml el - A BB F RV SR S Sk A > e R
fil RIS LEHIAHETT=  EEEYE -

4 “[These scholars]...qualify Gregorian chants for their position at the headwaters of the main
stream of European——as against Oriental——music by finding in them just those qualities
that count as value and greatness in the culture that validated them in this way.” Leo Treitler,
“Gender and Other Dualities of Music History,” in Musicology and Difference: Gender and
Sexuality in Music Scholarship, ed. Ruth A. Solie (Berkeley and Los Angeles: University of
California Press, 1993), 24-29.
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UErE SR ) EEEER

MERBRENEA

B T SR (ESEE 0 BT 80 FABRGZEIERE - #H - i
£ 80 FEAUTFEEEE - SITAVER S ERER R > T E AR ATz 25535
TR ZHEESEE o BRI R EL RS AR e
GEEE | o QIEIRISCATIE LAY > BrE EE B SR R S R
[E PR T H SRR T Em BT FE pICR, - EFRIIEZ SN - BIEERTAIIR
BN - BRI 2R - B T RAEERRHE L o S S
B CA/NHERTZ=E ) HUReRET > AR A T R E ERBLE A S -

B MRS ST HEL - ¥ (A /NEEiZz=ih ) et T
—(EETET AR SRR o M L T RIRE ¢ EEEDIEE R — (I B A T
4~ BRI GGS SRR - "RdhBREEAY E /NSRS A
INRZIE > SRR (R IREE - EIECRIERE A /NEE BRI RHIIES
o RPEERRAERERY A NRHIERIR - bR BURH AR HY /N =H15Z

(v) B - 2RI E > Al TErR (disjunctions ) jfIEE 7145 8
BERrBI—8 &z Be - 5 2 - BHERRVEE IR EE S e R dh & AR
o B EAYEYE - i T RImAMESRZ e R SR TR R
288 ERZ NTERERRHVRCR - "R T FHERAVRIER R - S5RHY A /N
# AR S - I FEEE BN AT R A B R H R o

PR &R IR rI NG IR il THe tH R ImHVE A EGEHE - HEHY - B2
DRI Ry FR S8 rh POAE R SE R B, - SAMEREh T HYBRE - Nt E5RIEREA
[EIHEREL - A R SR eSS Y T A s 48 - PR A%
B (£2 " {HE 1% (contingency ) JHE—HFH - 48 Ky HhTHYERS ELAH
KGR > HEFOEERNETAVLIET ~ 857 - R B~ 5381 (details, the

4 Rose Rosengard Subotnik, Developing Variations: Style and Ideology in Western Music
(Minneapolis: University of Minnesota Press, 1991), 130.

4 Subotnik, Developing Variations, 131.

46 Subotnik, Developing Variations, 132.
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particular, the fragmentary, the contingent) ZF<EHFE - S fd EFE 7 H K7 B
HURES A —— SRS RV o "B o TR YA
HATEEEIRY g ) AR SRR o IENSERIAYATR 2R DUP R 1
R FAYIHER % - HOE TR B R T A 2 EEUS IE N 2 - 21
SREERY » IR RAYAESR « NI R EE = (53 ) AV4HED - R B
R T LY S5 e, -

S TSR ) EEARAYTERES (A NERTZEE) Fr
FRHIAVARREEL AT - 2 19 HECHISBHIEE - el Rl =2
FEH A TRERNE | —— BRI TRAE RSB ARAG P T AR - e
AN AT EL i EORFFE—E RIS - "REMEREhT " DL 19 4
FIEREN S - B 0B > DIIMIAEEENS - thalses 2 aitt - 24
Mse =AY HAVIA B R EEH T e AEEETHERREDPEEN
RS SABRRA - fajahas - MEZAMTE RS H VRN = - mTREl)
2 TR o BRI (NI LR B R RS E ) SthifE

e SRR T RS MERY S  (dialectical reversal ) [h—g¥aEscfigfE
aeih > BRSNS CEBER E AT DiEE T BRI

47 Subotnik, Developing Variations, 163.

® ERE TR EES 0 EETRLEAYE Conventional Wisdom: the Content of
Musical Form (Berkeley: University of California Press, 2000) th/g Rk »  #hdatd e -
JE SR, - BERENFER R E RS ATSE R T o AT ELER RS - DR A B S AR
TR EBEEAGER - ME S HESGREEYE T EEME | (significance) AYRIE » Wi
JEfPEER X X (formaism ) ELF4eE HamYRI-E (McClary, Conventional Wisdom,
iX.)

49 “[The A Minor Prelude] is not riddling but disruptive; it repeatedly breaks away from
structural or textural patterns while maintaining a deceptive uniformity in melody and
accompaniment.  From a hermeneutic standpoint, the question that needs to be asked of this
music is... what motivates it to keep breaking apart.” Kramer, Music as Cultural Practice
1800-1900, 72.
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UErE SR ) EEEER

(subjective intensity ) - "A /NEFTZREIT - HORHEEN RS FA
Y ER T e e BN R i P R Y S TR (5 © TETRBHAGHF AR IENIEE
(EFREAR FEEMIE S (3-12 /N8 5 ZRIMAE 14-21 /NEfif - AlIFER
EYMNNAFIRE S » MRS I AR (R « T Ioh - &SR LR
[ - NS - TR S 5 A AR EN TR 0 BEEIRER
TAEA NG A E R AE S o HERR AR R RO A — 20 mHE TRG
TE—E  BPL[ENG - ABEEMAYRIAANSZ - SEhn5e T Sedh T asiatk /Y
GEIR - EAETERBLEERAVEE  WEERREERNER L BRA—
MRER —ARE TR EURE A ZEHE I RS (a
larger dialectic between Classical authority and Romantic innovation ) : £&
A et T &y S U P B ERYSEOK - AEERET b - AR
2 E fbfty " 528 (reversal ) <~

A H TEREE T BEREZE T AR ) BEIREEK
R R SATERNY RS S - B eSS T R
EBE | BBy (GLHEEATRH) TR (3-12 /N > IS R
) BAfgf (14-21 /NG - EREFSAIRESNG ) TRV & o TER1AE BiLfiE
B ARSI R ML (R EEANENN T ) BEAEH

(=B BTN ED) © MEMEAR S - AEEIRT (LB =ATay ) #h
Hfy —{E5E 2451k (full cadences ) » HFAMER AR FHE AT -

UL ERERGY AR - W EEAVEEAT N TR
T AL XEFELTH—EE REsTA "N ERERY I
(impossible object) - SfE(FALE RERIIERL > AEHIPIE - EFERSE
FHEER LB - CTRAZERE 0 (1) BEREE (2) FHE

50 Kramer, Music as Cultural Practice 1800-1900, 73.
51 Kramer, Music as Cultural Practice 1800-1900, 76-77.
52 Kramer, Music as Cultural Practice 1800-1900, 77-78.
53 Kramer, Music as Cultural Practice 1800-1900, 72.
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HMBEREZITEE (3) SREANE - BRI > siF3#A - wE=iE
H o iE3fE TN EEERY I ) RS 19 HECH S b o BlinR R RIE S
(FEfE) (A Crossbreed ) o » JE22ZE/HT (Wordsworth) AY&F (fig B
17.) (Resolution and Independence ) H ~ TR ESHIHE (FEEFER) (A
New Year’s Eve Adventure ) > 525 (Manet) AYZE(E (BAMRER) » EEE
IR TTHY—THEE T AT EESE ) (magic lantern shows) S5 - 4%
o RIFETR IR AT B AFRE » A1 T E RIS ETE - TSR
MZERTR: ) & EEAME ABINS B " R RERIeE ) BIfER o

BTSRRI

RDFE G » EREIRT - B EA - ERIT R
SERy T EERE ) BRI o WCERBMLMIAT Y B R E R
HEHER - BETETENSEH TN TSR - B5 5% AT
% DRtthf8 T8, FUETERY EEAEE - sEN I B
HIEE - “ARIMEE R 1950 - 1960 FARAVIHTET » BEEIR

54 Kramer, Music as Cultural Practice 1800-1900, 85-88.

55 Subotnik, Developing Variations, especially 112-68.

56 McClary, Conventional Wisdom.

O BB BRI A T NMERY ) (internal ) 451 o ISP B P DABIF R - BiAERY S
Y~ T EARFE @R o ZAMUIE Fred Everet Maus i Marion Guek Frf5th
1Y ERFELRET P B S TN ) ST > WA g RIS TEIE S IERE - BRI - A%
FEEAEE o R > B8 T RERY ) —sHE BTN T SMERY ) (external) —
—RBEEAE - BRSEEEEE IS FEREI Y - AR IR IEE 2 R IR
Featam BRIITE » VEDER TRLERY ) B TAMERY ) TRk EfERTRI ESIEE - D
SNECHREME - /L Fred Everet Maus, “Music as Drama,” Music Theory Spectrum 10 (1988),
56-73; “Music as Narrative,” Indiana Theory Review 12, nos. 1-2 (1991), 1-24; DI}
Marion A. Guck, “Analytical Fictions,” Music Theory Spectrum 16, no.2 (1994), 211-89.

B WAHMEBEE " EEME ) (VBB 44 59 - R Roger W. H. Savage,

“Hermeneutics, Adorno, and the New Musicology,” in Perspectives in Systematic

Musicology, ed. Roger A. Kendall and Roger W. H. Savage (Los Angeles: UCLA
Department of Ethnomusicology, 2005), 229-41; Bojan Bujic, “Delicate Metaphors,”
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UErE SR ) EEEER

REM B ABIER - NEBEREMGEAE TIME ) RERREE
T SREEfEAE TNTE ) (45FEE) UBRBEEE - A1F ESOhR - Bk
(A/NRFIZ= ) - BB L RS T A B R B (CRHEERD
I — R HIRER A o TR R e R R B AR - BIIRIEY)
iy TET ) (procreation ) LN F4E B S REpENRAYIBAE - A5
TR EELIAN B AT R LS - MR I SErh AVl E EZ B2 - i

MMEMHE RS A B IGSEEREE - ”

BN 2 T SRR R E R S AR (EE - (P E RS sEE
st ADIEEEHET - @EHmE T N ORIEEES T R EE Y &
TEAEREBIANET - PIANES EHRLE T2 T N HEE R ~ GBI TH#E ~ 7l

(continuation ) ~ 5ERZELEERR (closure) HYJT2USESE 5 240 > ffLAEEHH Y
EE R > EEgEDINEHLIMNIE R - BB - AL - FHE

BNt 28 Fe & fh Py 2K = =52 (enjoyment ) JBUPERY ~ HiAE
1y ~ 2B Ay ( the sensuous, the associative-characterizing, and the
syntactical ) —— 1 » " EEVANY ) EREAEE  RRER ERedHE(E
B EE  (the self becomes aware of itself, becomes a self) - “$faf)EE
st MRS e AN EREE - RS ET AR AERUR ~ B4
MmN ER - QIS Ty TBE ) E=SHEEEEN TER%E

Musical Times 138, no. 1352 (1997), 16-22.

59 Meyer, Emotion and Meaning in Music, 96.

0t > BIER RSB L2 T 1980 FRMEAETHERAE
RS AL - M ossh R YR S E MRy — 1 - AR R LR B 2AAIRHIE ~ 40
ol {58 A AR P Ry - DA R 8 B J77 T w0 e 52 B 9 S5 B2 SR Y R BAE R % Robert
Snarrenberg g HEEAIEEST - L Robert Snarrenberg, “Competing Myths: the American
Abandonment of Schenker’s Organicism,” in Theory Analysis and Meaning in Music, ed.
Anthony Pople (Cambridge: Cambridge University Press, 1994).

61 Meyer, Music, the Arts, and Ideas (Chicago: University of Chicago Press, 1967), 34-39.
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(greatness ) » R ERET > BB E AL PNESE T ERK, NWE
@t —— @A 5 2 2757 5B SR AT B i —— (5 AP AR — TR AR N 1 e B
(ultimate uncertainty ) » 75 J& Sl FAM i 65 i 5= 1 I S 281 AR Y T
TE ~ W~ ESEAREVE o BB R M E I AT EDE - [’
Ry ZRREESE > TSR AR R R RS - T
shant 0 TEK ) (VESZEE  ENERERAEREX -

WIS 2 A SEREEE TEE R FEEED
T A TN ) SRR S A B R A A #
B o PRI BT S SEEH SR BUR RAYHIT Z R IE - RREME(ELIE &
ZHE—F iz -

"ERER ) HER H RERE

ARV > T T B EERER R AT - BRRRNVEEL  REAMR
6] 2 FefMbbls Fafi &2 (A NFRTZRE ) BE0E - RERERMTER
R SREESEEY —E T EERE N T BEER ) BEE 5T A
B, WYERRREAA o (s BARERY T RS 0 (4R T B
HgEdh - HEEZE G —EZRE " BEEE o A EKE =TT
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62 Meyer, Music, the Arts, and Ideas, 38.
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B R e RIS DR AP 7Y R ar Sy - W A = 2eiry
TP ATEAERERME (innate rationality of any structure) FY(S:2 » B LR —
i T EERAY ) NEEHESEMESE (toward a fragmented, essentially
aesthetic view of human reality ) - “ff)5Ea > FISCATHE Y80 - BEELAT
Z - WIIER - WP E RS e EEEE TR
TR BEAVRRREET o JMERN B - IR R —EE A
Ay AHER TETRZI - fAZIESE AYRE -

BEE (A /NHpTZ=d ) FrLAIE AR - SRS T
At B AR ) SRR AR - e T RS R
S o (BB o fhATTE HAYAREESE S R R —— R AR A A —
20~ BN IR EZE - MIRBREASHITE « DURESRIHIRTIAZHY
2l R TmEMERIAREE ) (DIEE T EE S (negate) TEEHR" ] A
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63 Subotnik, Developing Variations, 163-65.
64 Kramer, Music as Cultural Practice 1800-1900, 78.
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85 Subotnik, Developing Variations, 152.

% “The center of Chopin’s intelligibility, I believe, lies not in his tonal architecture but in his
successfully projected and explicitly sensuous interweaving of the fragmentary and
particular against a lingering background of tonal tension...” &, Subotnik, Developing
Variations, 153.

67 Subotnik, Developing Variations, 143-44, 151-52.

8 Subotnik, Developing Variations, 153.
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89 Subotnik, Developing Variations, 165.

0 McClary, Feminine Endings, 114.

" McClary, Feminine Endings, 127.

2 McClary, Feminine Endings, 127-28.

8 TR SIS TR AR E S [(HEHF 2 5% - £% Pieter C. Van den Toorn, Music, Politics
and the Academy (Berkeley: University of California Press, 1995); Treitler, “Gender and
Other Dualities”; fz George Edwards, “Music and Postmodernism,” Partisan Review 58, no.
4 (1991): 693-706.
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4 McClary, Feminine Endings, 117-19.
S McClary, Feminine Endings, 125-27.
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6 McClary, Feminine Endings, 127-28.
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40 Van den Toorn %y H 27555 AT R Y FARLL A2 - Bl H BAEHEEL » 12
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WBE2 o P DU B AR v h SR dh A b #) - B Van den Toorn, Music, Politics and the
Academy, 29-34.
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