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1. 4. 心理学・音楽心理学系の学術誌、音楽理論系の学術誌でのマイヤーへの言及・論及 
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表 1-1（続き） 
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表 1-3：音楽理論系の学術誌におけるマイヤーへの言及・論及記事の掲載数139 

19-- 56 57 58 59 60 61 62 63 64 65 66 67 68 69 
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表 1-3（続き） 

19-- 70 71 72 73 74 75 76 77 78 79 80 81 82 

JMT 2 1 1 1 4 3 2 4 - 1 - 4 2 
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141 “Leonard Meyer, who in his book, Emotion and Meaning in Music, criticizes the concept of 
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A more flexible approach than most will be found in Grosvenor Cooper and Leonard Meyer’s recent 
attempt at a general analytic method for rhythm: The Rhythmic Structure of Music. (Westergaard 
1962: 181) 
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at least indirectly, by Schenker’s theories. The most detailed of these is the study made by Cooper 
and Meyer. (Beach 1969: 23) 
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表 1-4：音楽理論系の学術誌におけるマイヤーの各著作へ言及・論及する記事数150 
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MA 1 0 0 2 0 

 23 29 15 11 23 

 
 

EMM:  Emotion and Meaning in Music 1956  
RSM:  The Rhythmic Structure of Music 1960) 
MAI:  Music, Art, and Ideas 1967  
EM:  Explaining Music 1973  
������������������������������������������������
149 70

Guck 1975, Ricci, 1975, Hendrickson 1976, Martin 1976, Wittlich 1977, 
Fennelly 1977, Stevens 1977, McCreless 1977, Mattern 1978, Williams 1978, Winold 1979, Lester 1979, 
Rowell 1979 1960 5 2

1960 1964 1 1965 1969 2 1970 1974 15 1975 1979
70 1-4

4
Regener 1967, Fay 1974  

150 1-4 4  



�

 62 

151

1963

 

 

——

——

152 

 

1964

Smither 1964: 60  

70 ⑤

 Alfred Pike  A 

Phenomenological Analysis of Musical Experience: And Other Related Essays 1970

������������������������������������������������
151  Lejaren Hiller

 Calvert Bean 1966
2 1969

 Leo Treitler
4

Zuckerkandl 1960
Boomsliter and Creel 1961

Komar 1961 Browne 1964, Dunsby and 
Stopford 1981, Danchenka 1982

Treitler 1965, Childs 1977, Ward 1975
Kramer 1973  cultural noise

Appleton 1969, Smoliar 1976
Boretz 1971, Gaburo 1980
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152 “To use an established word in psychology, which Meyer has recently made important in musical 
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153 “Now that we know that Pike is not doing phenomenology, the question becomes, is he doing 
psychology? The atmosphere of the book is pervaded more, actually, by the spirit of Leonard Meyer than 
the ghost of Edmund Husserl”. (Clifton 1970: 239, 240) 
154 “Consequently not much is known about how we hear musical sounds and forms, nor about the 
psychological processes involved. This had led some theorists such as Leonard Meyer to look beyond the 
experimental nature of psychoacoustics and to adopt other ways and means of examing the perception and 
cognition of music.” (Fay 1971: 113) 
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第 2章 
米国の音楽美学領域におけるマイヤーの音楽論の受容、 
および、それを介した音楽美学と音楽理論との関係性 
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2. 2. 音楽美学史の概観およびその中でのマイヤーの位置付け 
2. 2. 1. 今日の英語圏における音楽美学の歴史的背景 
 

 

 The Oxford Handbook of Aesthetics 2003  Music

 Stephen Davies  

 

30



�

 69 

156 

 

30 1970

 

 Peter Kivy

⑤ ——  Sound Semblance: 

Reflections on Musical Representation 1984 1980

157———  The Corded Shell: Reflections 

on Musical Expression

158 1980

Davies 2011159  

 

2. 2. 2. 音楽美学史におけるマイヤーの音楽論の位置付け 
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Meyer of the next generation, Peter Kivy occupies that position in our own time.” (x) 
169  Kathleen Marie Higgins

3
 imitation theory  arousal theory  expression theory ⑤

20
Higgins 2011: 79-112 2011

Cox 1992 3
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Deryck Cooke  The Language of Music 1959170  

 

2 1950

1956
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1985 1994 171 

 

 

 Malcolm Budd

80

������������������������������������������������
170  
171 “Two important works with a far-reaching influence were produced by musicologists in the 1950s. ... 
Leonard B. Meyer’s Emotion and Meaning in Music (1956) combines principles of gestalt psychology 
with information theory in describing how composers set up expectations concerning the music’s 
progress. These are often temporarily defeated, which results in experiences of musical tension and 
resolution. Meyer’s theory made an important contribution to our understanding of the way in which 
musical pattern and structure is experienced, though the account of musical expressiveness he attempts to 
build on this is not ultimately convincing. (For discussion, see Budd 1985; Davies 1994).” (Davies 2011: 
299) 

30 30
1950 80

 
Brown 

1979: 29, Sloboda 1985: 64, 65  
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——  Music and the Emotions: The 

Philosophical Theories 1985: 151-174

 

 Musical Meaning and Expression 1994

1957 25-29  
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 information173

������������������������������������������������
172 “Their accounts of musical meaning trade on the way, in language, vocabulary and syntax take their 
importance in generating semantic content, but, to extent that music is not a semantic system like 
language, their analysis fail to account for musical meaning as they purport to do.” (Davies 1994: 25) 
173 

“information” “quantity of information”
“amount of information”
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 Jenefer Robinson

Robinson 1996: 307  
175 2003 1956
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Addis 1999; Alperson 1994a; Budd 1985; Davies 1994, 2001; DeBellis 1995;  Donougho 
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1994, 1995, 2001; Lerdahl and Jackendoff 1983;  Levinson 1997a, 1997b, 1998, 2011/  1990; 
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1994b; Scruton 1997; Sharpe 2000; Sparshott 1994;  2016/  1990, Walton 1997  

Butt 2002; Kivy 1989, 1993; Matravers 1998; Robinson 1985;  2017/  1968  
2003

Clifton 1983, Rowell 1983  
176 “Known for his influential writings in the fields of analysis and aesthetics, [...]”  1988a: 
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 Semiology and Music Nattiez 1998 177

 The Routledge Companion to Philosophy 
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Raffman 2011, Judkins 2011

①
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1967

⑤  Forgery and the Anthropology of Art 1963

 Dennis Dutton

——  The Forger’s Art: Forgery and the 

Philosophy of Art 1983

178  
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1994: 29 ①
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①
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177 2 2014
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Stalnaker 2005  
Janet M. Levy

1988: 450 JAAC
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2. 2. 3. 音楽美学におけるマイヤーの音楽論の位置付けの変遷 
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60
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80

1956 1985

 

 

2. 3. マイヤーのアカデミック・キャリアにおける美学の位置付け 
2. 3. 1. 米国美学会におけるマイヤーの活動 
 

1985  
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179 

 

JAAC

 

 Janet M. Levy

180

 

1956 JAAC

①  

50 1956 Portnoy 1957

2 1957, 1959

������������������������������������������������
179 “The stand-off may be due in part to something as simple as the fact that Meyer shuns the theory 
journals (or any other music journals, as a rule), preferring to address his work to the lay intellectual 
community at large.” (Kerman 1985: 107) 
180 “[…] a major shift in professional orientation from composition to music theory / analysis / aesthetics 
/ psychology, […]” (Levy 1988: 448) 
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What is Presented in a Work of Music 1962  Milton 

Babbitt Some Perceptual Implications of Electronic 
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 Organic Whole as a Principle of 

Aesthetics 1969

 Flute-Playing without Flute Players?  1965b, 
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 The Aesthetics of Anti-Art 181 1977

 The Concept of Style

 1976b 1

 

 

 

2. 3. 2. 「公式の」美学者ではないマイヤー 
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Sargeant 1957; Berlyne 1957; 

Hiller and Isaacson 1959; Pratt 1961; Reimer 1962; Smither 1964; Laszlo 1968; Child 1972; Kerman 

1980; Carlsen 1981; Nielzén and Cesarec 1981; Cox 1986  

JAAC 50 80

——  Ervin Laszlo 1968
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2. 4. 音楽美学領域におけるマイヤー受容 
2. 4. 1. 音楽美学領域におけるマイヤー受容の5つの傾向 
 

80

 

1994
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1956 80

JAAC

2-1 JAAC

 

③

5 5

 

 

 

表 2-1：JAAC（1956～1985）におけるマイヤーへの言及・論及記事の掲載数183 

19-- 56 57 58 59 60 61 62 63 64 65 66 67 68 69 

   - - 1 - - - - 2 - - 4 3 1 3 

  - 1 - - - - - - - - 1 - 2 1 

 - 1 1 - - - - 2 - - 5 3 3 4 

 

表 2-1（続き） 

19-- 70 71 72 73 74 75 76 77 78 79 80 81 82 83 84 85 

   2 3 - 4 2 3 1 2 - 2 3 1 3 1 - 2 

  - - - - - 2 4 - 1 - - 1 1 - 2 1 

 2 3 - 4 2 5 5 2 1 2 3 2 4 1 2 3 
 

 

 

 

2. 4. 2. マイヤーを心理学と関連づける論文・書評 
 

1957

������������������������������������������������
183 2-1 5  



�

 83 

1  

 

184 

 

1960

 

1958

 Campbell Crockett  anxiety  tension  

suspense

1

 

1963

——  The Psychology of Art: Past, Present, Future

①

Munro 1963

 Donald N. Ferguson

1960: 69 185  

������������������������������������������������
184 “This book is a definite contribution to the aesthetics of music. Dr. Meyer has produced an important 
book and in many respects an excellent one. It is naturalistically oriented, thoroughly clinical in its 
psychological observations and in addition contains an abundant number of musical illustrations which 
give practical emphasis to Dr. Meyer’s views. What Dr. Meyer had to say about the concept of affect in 
music also applies in a broad sense to art in general.” (Portnoy 1957: 286) 
185  Forest Hansen

Hansen 1974: 348  
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60 Keil 1966; Martin 1967; Laszlo 1968, 1973; Pike 

1971; Cormier 1975; Orvell 1976——JAAC Hansen 1967 1985

 Reed J. Hoyt  Reader-Responses and 

Implication-Realization

186 1985

Cantrick 1987; Alperson 1994a; Robinson 1994a  

 

2. 4. 3. 現代音楽と関連してマイヤーを参照する論文・書評 
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1963 —— 1

Clifton 1970 ——

Pike 1963

187  Donald W. Sherburne 1966

188

Keil 1966

������������������������������������������������
186 “Apparently, Leonard B. Meyer was the first to adapt Gestalt thinking to the study of musical 
structure.” (Hoyt 1985: 283)

 
Victor Zuckerkandle 1956

 
187 —— Op. 
31 Op. 31 Op. 33a Op. 
41——

3

1967: 268
JAAC

Pike 1967  
188 

 Alfred North Whitehead  
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60 70

50

1956, 1957, 1959 ——

—— Ames 

1967: 247, 248  Charles Ives  greatness

������������������������������������������������
189  Charles Keil

349  
190 “Of particular interest to this writer are the contribution of Leonard Meyer, in which the problems of 
musical perception and meaning are adequately treated. This essay follows from the foregoing as positive 
and synthetic.” (Pike 1963: 55) 
191 “This is an ingenious, imaginative, plausible theory. Yet upon reflection I find Meyer’s theory 
wanting, and I turn now to some criticisms of his position, [...]” (Sherburne 1966: 579) 
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Isham 1973: 400

Gaboury 1970: 347

 radical empiricism  

transcendentalism Saisselin 1966: 113; Subotnik 1976a: 241, Schueller 

1977: 402

Cormier 1976: 187  

 

2. 4. 4. 情報理論と併せてマイヤーに言及・論及する論文・書評 
 

JAAC ①

192 2

60 193  

 Abraham Moles  Information 

Theory and Esthetic Perception 1966 Arnheim 1968

553 1973

 Cybernetics of Musical Activity

194 195

 

70

196  Information Theory 

and Musical Value Vermazen 1971

������������������������������������������������
192 JAAC

1967  
193 1960  Umberto Eco

 Opera Aperta
JAAC 2011: 165-171  
194 “[...] modern information theory in relation to a psychological theory of emotion [...] .” (Laszlo 1973: 
376  
195 

Meyer 1957: 412  
196 1967

 Max Bense

2010: 132  
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197

 Meyer, Meaning, and Music Titchener and Broyles 1973

 Ideal Auditor

 Vernon A. Howard

1994: 28

 meaning

 significance ①

 meaningless

Howard 1971: 218  

 

2. 4. 5. 音楽以外の芸術へのマイヤーの音楽論の援用 
 

Portnoy 1957: 286 JAAC
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Martin 1969

Stevenson 1970

Hoyt 1985
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 Stanley Fish

198  

 

2. 4. 6. マイヤーのリズム研究の JAACにおける受容 
 

JAAC

1

JAAC

※ 2-2

199  
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1

Stevenson 1970  

2  Arlo J. Larson  A 

Delineational Approach to Unification 1979

 delineation

477
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198 ⑤

Cox 1986: 174, 175  
199 1-4 1956 1982 2-2
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3  Maury Yeston

 The Stratification of Musical Rhythm 1976

Solie 1976

 Roger Solie

 

 

 

表 2-2：JAACにおいてマイヤーの各著作へ言及・論及する記事数200 

 EMM RSM MAI EM  

   28 2 9 3 16 

  2 1 1 2 9 

 30 3 10 5 25 
 

 
 

EMM:  Emotion and Meaning in Music 1956  
RSM:  The Rhythmic Structure of Music 1960) 
MAI:  Music, Art, and Ideas 1967  
EM:  Explaining Music 1973  
 

 
 

 

2. 4. 7. 70 年代以前の JAACにおけるマイヤー受容 
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200 2-2 6  
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2. 5. 音楽美学と音楽理論におけるマイヤー受容の比較 
2. 5. 1. 比較の前提となる両領域の関係性 
 

2 2
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112 2 80
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Gracyk and Kania 2011: xxii ——
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Aesthetics, Music Theory, and the Feminist Paradigm of Soft Boundaries ①

 Claire Detels
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2 90

 

2 ——

������������������������������������������������
201  
202 “Theory in music is a separate discipline, with little direct connection to the seemingly related 
disciplines of music philosophy (which functions institutionally as a branch of philosophical aesthetics), 
and musicology (including music history and sociology).” (Detels 1994: 115) 
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4 1
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2. 5. 2. 量的な観点からの比較 
 

JAAC

������������������������������������������������
203 2
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60 Munro 1963
Poland 1963, Smither 1964
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Sparshott 1980  

2-1 1-1 pp. 49-50 1-3 p. 58 1966

JAAC 60

65 69 5 15

1 7

1956 1969 15

3 18

JAAC 19

 

 

2. 5. 3. 現代音楽と関連付けられた受容の比較 
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Smither 1964, Appleton 1969, Knox 1977, Hasty 

1981, Nattiez 1982204
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Ward 1975, Fennelly 1977, Morris 1980, 1982  
205  Leo Treitler 1969 20

4  



�

 94 

206  

 Jonathan Kramer  vertical time207
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—— ——
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206 ⑤

Daniel Charles
1968

 
 

 2009: 69  
 

⑤

 
70

⑤ Chales 1978: 71-89/  1987: 83-104
 exégète 211/247  

207 
 temporal continuum of the unchanging, in which there 

are no separate events and in which everything seems part of an eternal present Kramer 1988: 454
 

208 “It is essentially pointless to explicate a holistic, timeless experience in terms of sequential logic. Thus 
most discussions of nonteleological music are more descriptive—or prescriptive—than analytic. It is not 
simply that adequate analytic tools have not been developed. There is a fundamental incompatibility 
between the nature of vertical time and the process of music analysis, at least as it is traditionally 
construed. Many of the things analysis values most are what vertical time pointedly denies: tonal, 
rhythmical, and metric hierarchies; contrast; closure; development. Most analysis methods are hierarchic, 
implicitly if not explicitly, but vertical music is antihierarchic.” (Kramer 1988: 388) 
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209 “When, however, attention is directed only to the uniqueness of things, then each and every attribute 
of an object or event is equally significant and necessary. There can be no degrees of connectedness 
within or between events. But if each and every cause of any event is equally important and relevant, the 
world cannot be perceived or understood hierarchically. To look at the matter somewhat differently, 
hierarchic systems are possible because there is redundancy within and between systems. An event which 
is without any redundancy whatsoever is its own simplest description. To concern oneself only with the 
uniqueness of events is to picture a non-redundant and, consequently, a non-hierarchic universe. Many of 
the artists of transcendentalism have recognized this connection between emphasis on the concrete 
particular and the creation of non-hierarchic succession.” (Meyer 1967: 164, 165) 
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2. 5. 4. リズム研究と関連付けられた受容の比較 
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2. 5. 5. 情報理論と関連付けられた受容の比較 
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Scruton 1997, Davies 2001  
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211 Pinkerton 1956; Youngblood 1958; Coons and Kraehenbuehl 1958; 
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Journal 
of Music Theory JAAC

 
214 “Information theory alone cannot say what the nature of musical experience is. It can only be applied 
to a conception of musical experience which is arrived at by other means. To refine the conception of 
musical experience is a goal of aesthetics.” (Cohen 1962: 162) 
215 1966
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2. 5. 6.  マイヤーを介した音楽理論と音楽美学の関係性 
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216 
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216 “Unfortunately, Langer is not particularly concerned with musical materials as such. Therefore, a 
somewhat similar analysis, more relevant to the musician’s concern with his materials, is contained in 
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2. 6. 小括 
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Meyer’s recently published book on the aesthetic content in music. Meyer, in contrast to Langer, attempts 
to relate musical meaning and musical experience to specific musical forms.” (Hiller and Isaacson 1959: 
13) 
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第 3章 
マイヤーと最初期のニュー・ミュージコロジー 
 

3. 1. はじめに̶̶本章の目的と構成 
 

1 2

 Joseph Kerman

——  Contemplating Music: Challenges to Musicology 1985

 Criticism  

Critical Analysis 217  
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Subotnik 2004: 298
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Meyer 1973: xi

Brett 2001: 493 70 ②
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Kerman 1988  
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3. 2. 本章での議論の諸前提 
3. 2. 1. マイヤーの音楽意味論の位置付け 
 

1

2

3 3  

 Francis E. Sparshott

1980

218 219  

������������������������������������������������
218 “He is best known for the theory of musical meaning expounded in Emotion and Meaning in Music 
[…]” (Sparshott 1980: 244) 
219  Jean-Jacques Nattiez

 1996: 150

Pike 1963, Browne 1964, Sherburne 1966, Keil 1966, Martin 1969, Howard 1971, Dunsby and 
Stopford 1981, Hargreaves and Colman 1981, Nielzén and Cesarec 1981, Danchenka 1982, Rowell 
1983  Kofi Agawu  Tia DeNora  
Lucy Green  Robert Hatten  Michael Spitzer

Agawu 1991, 2009, DeNora 1986, Green 
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 absolute expressionism——

—— 220

 designative meaning

 embodied meaning

 

 Donald N. Ferguson

——  Music as 

Metaphor: The Elements of Expression 1960
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222 

 

 Wilson W. Coker 1972 223
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220  
1996: 148,  1983: 478,  2010: 139

25  
221  
222 “Leonard Meyer, in Emotion and Meaning in Music (Chicago, 1954), frankly recognizes not only the 
possibility but the fact of expressive communication. But his study—an admirably comprehensive 
exploration of the field of structure, especially in all its scientific aspects—goes little further into the wide 
field of extramusical expression than to affirm its existence”. (Ferguson 1960: 10) 
223  extrageneric musical meaning

 congeneric musical meaning
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 Nicholas Cook  neo-Hanslickians

2001: 175 224  
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3. 2. 2. ニュー・ミュージコロジストから見たマイヤー 
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2009  

Subtonik 1988 2004
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230 

 

������������������������������������������������
230 “Paradoxically, of course, Leonard Meyer, for whom I wrote “Structural Listening,” was himself not 
only nominally a theorist but also the colleague for whom I, as a musicologist, felt the greatest intellectual 
affinity when I taught at University of Chicago. But Meyer was altogether a maverick: incapable of 
confining himself within a single discipline (or of producing a dull idea), he was the one analyst on whom 
readers could always count, even in the years of the driest formalism, to keep them off-balance and 
interested. In developing my essay for his Festschrift […], I thought of Meyer neither as a theorist nor as 
an anti-theorist—much less as a target for criticism—but rather as a pioneering humanist who had eluded 
the pitfalls of Structural Listening and found a way to read music closely without severing it from 
emotion or meaning. In that sense, I have long considered him the father of the New Musicology at its 
best” (Subotnik 2004: 298) 
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3. 2. 3. マイヤーの批評的分析に対するカーマンの評価 
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 regression 109

 

 

 

①

233 
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231 “Leonard B. Meyer, in his impressive first book Emotion and Meaning in Music, proposed a 
comprehensive theory of musical aesthetics. A wide-ranging scholar, he moves on in his fourth book, 
Explaining Music, to spell out his recipe for criticism. Again there are telling arguments against Réti and 
Schenker, and again the proof of pudding turns out to be analysis—a detailed exemplary study of the first 
twenty-one bars of a Beethoven sonata according to the author’s own analytical principles. […] Meyer 
sees musical events as embodying multiple implications which are realized or not in various ways. This 
follows perfectly the model of an overriding system of relationships between all musical elements which 
has always animated analytical thinking.” (Kerman 1980: 322) 
232 “slipped, […], from absolute expressionism to formalism” (Kerman 1985: 110)  

25

 
233 “Especially in the postwar years, their concentration on limited positivistic tasks had the decided 
effect of sidestepping ‘the music itself’; too often their encounters with actual pieces of music seemed 
hasty and disappointingly superficial. That is why analysis, for all its patent limitations, has fascinated 
those who have tried to develop serious music criticism in our time. What analysis does may be limited, 



�

 110 

 

3

234

 

235

236

——  The Classical Style: Haydn, 

Mozart, Beethoven 1971
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but it does it extremely well. Critics are, in fact, too fascinated by analysis. I am thinking of the work of 
Edward Cone, Charles Rosen, and Leonard Meyer, and with some reservations I am thinking of my own 
work also.” (Kerman 1985: 72, 73) 

 
 

 
Ironically, Kerman misapplies his criticism to some of the very analysts who have most often 
gone beyond the prevailing formalism (Edward T. Cone, Charles Rosen, Leonard Meyer, even 
himself!). (Hatten 1994: 322) 
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236 “[…] all modes of knowledge, including the theoretical, the analytical, and the intuitive, […]” (Cone 
1969: 72) 
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237 “[…] writing that calls upon ’all modes of knowledge, including the theoretical, the analytic, the 
historical, and the intuitive, […]” (Kerman 1985: 154) 
238 “who provided the most influential model for the gradual and still cautious shift of American 
musicology in the 1970s and 1980s towards criticism.” (Kerman 1985: 154) 
239 W. J. T. 
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Cox 1986, Cumming 1993, ed. Narmour and Solie 1988, Lorraine 2001

⑤ ed. Cook and Everist 1999

 Kevin Korsyn ——

 Decentering Music: A Critique of Musical Research 2003

 Kofi Agawu

240 241

79-81

 

 

3. 3. カーマンの『音楽を熟考する』の要点 
3. 3. 1. 実証主義批判 
 

������������������������������������������������
Mitchell 1982

Morgan 1982

Brown and Dempster 1989

Lorraine 1993

Temperley 2001

 1991: 314, Subotnik 1991: 88

 
240 

 Does Music Theory Need Musicology? 1993  
241  
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 Arthur Mendel 1962

 Evidence and Explanation

 Carl Hempel  deductive-nomological explanation

D-N 242

243 ①

 

 

Mendel 1962: 17

①——

——

ibid., 16

244 

 

245

 

 

������������������������������������������������
242 1973

1998  
243 “an ‘explanandum’ is to be inferred from clearly defined ‘antecedent conditions’ according to a clearly 
formulated ‘covering law’.” (Kerman 1985: 56) 2

2013  
244 “The historian’s aesthetic experience ‘is not evidence’. Committed to an a priori method, the 
positivistic method of Hempel, Mendel was content to exclude values which he actually admitted adhere 
to his subject matter, music. ‘The aesthetic relation to the musical work exists and is necessary to the 
music-historian’–but evidently Hempel’s supposed rules of evidence are a higher necessity.” (Kerman 
1985: 58) 
245 “Positivism is still probably the dominant mode in musicology today.” (Kerman 1985: 59) 
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 empathy

 em  -pathy

247 
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246 “And while musicology and analysis can be viewed as contradictory, even as rival approaches to 
music, both were well calculated to thrive in the intellectual atmosphere of neopositivism. The appeal of 
systematic analysis was that it provided for a positivistic approach to art, for a criticism that could draw 
on precisely defined, seemingly objective operations and shun subjective criteria (and that would usually 
not even call itself criticism).” (Kerman 1985: 73)  

 Allen Forte 73, 
74  
247 “I cannot establish, for that matter, whether the music-historian has any direct relation of the type I 
have described to the musical work, or—if that relation is to be called empathy with the composer, or at 
least with the composer in the rôle he has assumed in this work—how much emphasis is to be put on the 
prefix em, and how much on the root-part of the word, -pathy: that is, to what extent his feeling represents 
a true understanding of the work and to what extent it is purely subjective, individual, occasioned by the 
work but perhaps having no necessary connection with it. But while I cannot prove any of these things, I 
find that I cannot doubt that the aesthetic relation to the musical work exists and is necessary to the 
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58

 

 

——

⑤ 248 

 

D-N

D-N
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music-historian. (Mendel 1962: 16) 
248 “But While I believe that the unanalyzable, direct relation of the music-historian to the work is 
necessary, it is certainly not sufficient for explanation. It does not even provide evidence except to the 
person who experiences it and to others whose experience is similar, any more than the odor the 
diagnostician smells is evidence to those who do not perceive or recognize it. Even to the one who has 
this aesthetic experience, it is, when he thinks historically about it, evidence, which he must use by the 
application of covering laws. And the fact that there is direct aesthetic experience of one work at a time 
gives us no license to substitute some sort of instinctive judgment for resoning in tracing the relations 
between two or more works.” (Mendel 1962: 16, 17) 
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3. 3. 2. カーマンが推奨する批評 
 

16, 17

2  

17 ①

 

 

①

①

① 249 

 

������������������������������������������������
249 “But questions arise when one tries to look at things the other way around, and subsume theory under 
analysis as its enabling support structure. […] In this view, the primary activity becomes analysis; and 
when analysis becomes a primary way of approaching the work of art, it has to be seen a type of 
formalistic criticism. At this point it can also be legitimately complained about in terms that go beyond its 
own self-imposed frame of reference. Why should analysts concentrate solely on the internal structure of 
the individual work of art as an autonomous entity, and take no account of such considerable matters as 
history, communication, affect, texts and programmes, the existence of other works of art, and so much 
else?” (Kerman 1985: 18)  
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2003: 80  
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250 
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250 “[M]usicologists should exert themselves towards fusion, not separation. When the study of music 
history loses touch with the aesthetic core of music, which is the subject matter of criticism, it can only 
too easily degenerate into a shallow exercise. At the same time, I also believe that the most solid basis for 
criticism is history, rather than music theory or ethnomusicology. […] What I uphold and try to practise is 
a kind of musicology oriented towards criticism, a kind of criticism oriented towards history.” (Kerman 
1985: 19) 
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3. 4. マイヤーの批評的分析 
3. 4. 1. 基本的前提 
 

⑤

⑤

 

 

⑤

——

251 

 

⑤

 

 

252 

������������������������������������������������
251 “To understand the world, we must abstract from the ineffable uniqueness of stimuli by selecting and 
grouping, classifying and analyzing. We must attend to some features of an object, person, or process 
rather than others—distinguishing (from some particular point of view) the essential from the accidental, 
the intrinsic from the incidental.” (Meyer 1973: 3, 4) 
252 “Awareness virtually compels conceptualization. […] And just as the artist in presenting a reality in 
words, visual materials, or musical tones in this sense distorts his and our experience of existence, so 
criticism in its turn necessarily falsifies the experience of the art work.” (Meyer 1973: 5)

 construct  
present

Meyer 1967: 222  
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253 

 

⑤

①  

Style Analysis

 

 

254 

 

7, 8
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253 “The critic does not, like God, bring order out of chaos. Rather, like the scientist, though with 
important differences, the critic seeks to reveal and explain an order already present in some work of art 
[…]” (Meyer 1973: 4) 
254 “Criticism (or critical analysis) must be distinguished from style analysis. For these disciplines, 
though complementary, involve different viewpoints, methods, and goals.” (Meyer 1973: 6) 
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9 255  

 

3. 4. 2. 批評の根拠――D-Nモデルには回収されないアド・ホックな根拠 
 

 the ad hoc hypotheses of common sense

 

 

256 

 

 Concerning the 

Sciences, the Arts – AND the Humanities 1974

 

 

������������������������������������������������
255 

Cone 1974b  
256 “This is not to suggest that one should not try to build a more refined and comprehensive theory of 
music. But because specific musical events are the result of nonrecurring concatenations of conditions 
and variables, no set of general laws can adequately explain the particular relationships embodied in an 
actual composition. In other words, no matter how refined and inclusive the laws of music theory become, 
their use in the explanation of particular musical events will have to depend in part onto the ad hoc 
hypotheses of common sense.” (Meyer 1973: 11, 12) 
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257 

 

1974: 201  

D-N

D-N

D-N

D-N

 258  

 

3. 4. 3. 批評家の音楽性の役割――論理的一貫性を支える聴取行為 
 

 

 

������������������������������������������������
257 “When theoretical formulations are inadequate, commonsense reasons may be advanced to account 
for an observed relationship in a work of art. Often such reasons seem like ad hoc ones. But there is, in 
principle, a difference. For “true” ad hoc reasons are not consequences of theoretical inadequacies but of 
the necessities attendant upon the explanation of the idiosyncratic.” (Meyer 1974: 201) 
258 

Tormey 1975  
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259 

 

 

 

 

—— ⑤

⑤
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259 “Because its reasons are often ad hoc and its explanations eclectic, criticism may at times seem 
somewhat improvisatory. But this does not mean that it is arbitrary or illogical. Different sorts of 
arguments from a variety of sources may be employed, but they must be applied objectively: rules and 
techniques, arguments and evidence must be used in the same way in each analysis; and, though not 
systematized, reasons must be consistent with one another. Criticism must obviously be musically 
persuasive, but this is not enough. For what finally convinces is aural cogency combined with logical 
coherence.” (Meyer 1973: 18) 
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260 

 

������������������������������������������������
260 “He will attempt to discover what kind of patterning underlies it, and hence which rule reasons are 
appropriate for its analysis; how the event is structured hierarchically, and in what ways the several levels 
of the hierarchy are related to one another. The answers to questions such as these are not always obvious 
at first. Repeated playing and listening may be required. Because the several parameters do not 
necessarily move in congruent fashion (with the result that harmony, melody, rhythm, and so on may each 
yield a different pattern of organization), it will at times be helpful to analyze the parameters separately in 
order to study their interrelationships. Often it is illuminating to “normalize” a passage—rewrite it in a 
simpler, archetypal from—in order to understand how the composer has modified a traditional schema. 
Always it is important to discover which tones or harmonies are structurally essential and which are 
ornamental. When employing such techniques—which are not modes of explanation, but methods for 
disclosing how a musical event functions—the critic’s “ear,” his musicality, must guide analysis. It must 
accept or reject a linear abstraction, an harmonic reduction, or a rhythmic analysis. His ear keeps the critic 
honest. Without its control, theory or style analysis tends to become a Procrustean bed to which the 
practice of composers is made to conform.” (Meyer 1973: 17, 18) 
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3. 4. 4. 批評の射程――内的構造と関連する「感情」 
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— 261

262
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261 “[…] criticism tries to discover the secret of the singular—to explain in what ways the patterns and 
processes peculiar to a particular work are related to one another and to the hierarchic structure of which 
they form a part.” (Meyer 1973: 7) 
262 “Critical analysis uses the laws formulated by music theory—and, as we shall see, the normative 
categories of style analysis—in order to explain how and why the particular events within a specific 
composition are related to one another.” (Meyer 1973: 9) 
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263 

 

264  

①
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3. 4. 5. 歴史的根拠に依らない批評̶̶音楽理論の重視 
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263 “By calling attention to patterns and relationships which might otherwise have been missed, it 
[education] refines the aural imagination and increases the sensitivity of the cognitive ear. And to this 
enterprise, critical analysis can certainly make an important contribution. But education is not its primary 
goal. The primary goal of criticism is explanation for its own sake. Because music fascinates, excites, and 
moves us, we want to explain, if only imperfectly, in what ways the events within a particular 
composition are related to one another and how such relationships shape musical experience.” (Meyer 
1973: 17) 
264 “And everything we do—all of our study and research—seeks in the end to illuminate as fully as 
possible the source and basis of their power to engage and entrance us.” (Meyer 1973: 268) 
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⑤
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265 “The preceding discussion calls attention to the fact that there is a significant difference between the 
concern of the critic or theorist who attempts to use present-day knowledge about man to explain the art 
of music, and the concern of the historian of theory or of criticism who seeks to account for the sequences 
of theories and critical viewpoints about music. […] But the absence of historical corroboration will not 
necessarily prove the newly formulated theory mistaken. For theories are confirmed or disconfirmed in 
terms of their internal integrity, their agreement with the body of cultural beliefs and theories of which 
they are a part, and according to whether, when dispassionately employed, they correspond to and can 
explain the fact—which in this case are musical, not historical.” (Meyer 1973: 22) 



�

 127 

266 

 

①

①

 

������������������������������������������������
266 “The desire for certitude and permanence is both deep and abiding. Consequently style analysis, 
chronological studies, and paleography tend to be more attractive to most members of the academic 
establishment than theory, criticism, and history. For, insofar as style analysis merely describes and 
classifies, and history merely authenticates or arranges data in chronological order, their observations and 
results appear to be certain and secure. […] Theories and critical analysis, on the other hand, are fallible, 
debatable and provisional; and so are those histories which attempt to explain why a series of events 
happened as it did. Theories are rejected or revised, histories are rewritten, and criticisms are not 
definitive. Disheartened and perhaps dismayed by the speculative uncertainties of theory, criticism and, 
one should add, histories as distinct from chronicle, too many humanists, particularly those in music, have 
tended to follow the well-worn path of safe scholarship. But to choose prospective certainty over present 
insight is both mistaken and misguided. It is mistaken because the search for final, definitive answer is an 
unattainable goal for those disciplines concerned with understanding and explanation. For, since the 
future is open and influential, it can change our understanding both of past compositions and of past 
histirical events.” (Meyer 1973: 25) 
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3. 5. マイヤーとカーマンの主張の相違に見る最初期のニュー・ミュージコロジーと音楽
理論の関係性 
 

4 —— 

D-N

——  

 

2

——

 



�

 129 

 

1970 80

 

 

——

——

267 

 

268

269
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267 “For Rosen, the classical style is that in which all elements of music are in the most perfect (hence 
‘classical’) equipoise—motif, line, tonality, harmony, rhythm, phrasing, texture, figuration, dynamics, and 
more. Drawing on this central insight, his analyses repeatedly point to the relationship between material 
and structure, between the single musical gesture and large-scale formal articulations and proportions.” 
(Kerman 1985: 151) 

1980
322  

268 “[…] Rosen has a profound interest in music history.” (Kerman 1985: 153) 
269 
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111 Korsyn 2003: 
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第 4章 
〈ポストモダニズム〉を論じるマイヤー、 
および、〈ポストモダニズム〉に抗するマイヤー 
 

4. 1. はじめに 
4. 1. 1. 本章の目的 
 

272

①

 

 Leo Treitler  The Present as 

History 1969 273

 

80

 Renée 

Lorraine 2001  
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272 

 
273  
274 “Meyer’s theory of fluctuating stasis is a model of the conception of postmodernism, a model 
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4. 1. 2. 本章の構成 
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1994

1998
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proposed before postmodern terminology came into wide usage.” (Lorraine 2001: 202, 203) 
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4. 2. 揺動的停滞に対する他の研究者の議論 
4. 2. 1. レオ・トライトラーの論考（1969） 
 

275 1 Perspectives of New 
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275 

Sams 1968: 631
Chase 1968: 226

W. 1968: 242
Hutchinson 1969: 379

280
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Music 276

4 —— 3  Jacques Chailley

—— ⑤  40,000 ans de musique: l’homme à la découverte de la musique

 1961/  1964  Walter Wiora ——  

Die vier Weltalter der Musik  1961/  1965/  1970

 Richard L. Crocker  A History of Musical Style 1966 ——

 Stanley Kubrick 2001  2001: 

A Space Odyssey 1968

20

1969: 1, 1989: 95

1 2

2 1 60

2 1989

 

 

 

4 ①

������������������������������������������������
276 1989  Music and Historical Imagination

Morgan/Sparshott 2001: 
714  
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4

278  

① 279
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277 “... [T]hey can be right only in a tautological sense. What these books demonstrate is that systems of 
history, as they become more vainly ambitious to explain the currents of music, also become increasingly 
crude and inaccurate as morphologies”. (1969: 58, 1989: 156) 
278 20  The Crisis Theory 
of the History of Twentieth-Century Music 1969: 28, 1989: 124 4

 

2 1969: 28-30, 1989: 124, 125
1969: 34, 35, 1989: 131

1969: 36, 1989: 133 ③

1969: 52, 53, 1989: 150, 151

1969: 56, 1989: 154  
279 

1969: 17, 1989: 111, 112  
4 —— 

——
1969: 47, 1989: 144 4

  
⑤  reverberation time ——

——
1969: 47-50, 1989: 144-147

1969: 50, 51, 1989: 147-149
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1969: 22, 1989: 116, 117 280

281

 

 

282 

 

283

1969: 57, 1989: 156
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1969: 51-53, 1989: 149-151

1969: 53-57, 1989: 151-155  
280 Journal of Music Theory

 Leon Plantinga
20

Plantinga 1969  
281  Kyle Gann 21

Gann 2008: 143  
282 “From time to time a close observer has reported a change in style or technique so radical as to signal 
the demise of music. Regarding these declarations from a distance, however, we must sometimes strain to 
see what the polemic was about. All cocker spaniels look alike, but not to a cocker spaniel.” (1969: 22, 
1989: 117) 1989 “but” “except”  
283 4

 Michael Tenzer
1993

1993: 409  
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284

2

 barrier ⑤

285 2 2001
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286 2001

 

5 1963
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284 “Very nearly like this myth is Leonard Meyer’s vision of the past, present, and future of music.” 
(1969: 47, 1989: 144) 1989 “nearly”  
285 “There is a barrier, toward and through which the man’s own will to progress impels him.” (1969: 46, 
1989: 143) 1989 man

human 1989  
286 “The film has picked up and reflected a gathering theme about what lies (or rather, what does not lie) 
on the other side of the barrier: no progress, no history, no past or [no] present, no causality, no 
rationality, no intentionality.” (1969: 47, 1989:144) 1989  no 
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287 

 

 the modern movement

1989  the postmodern movement 149

80

2001

 

 

4. 2. 2. ルネ・コックスの学位論文（1983）とカーマンの『音楽を熟考する』（1985） 
 

70

Fisher 1974, Epperson 1975, Sacks 1976288, Subotnik 1976b, 1978 70

Gann 

2008: 142  

������������������������������������������������
287 “Reading “The End of the Renaissance?” one has the impression that this revolution, which has “left 
the world of traditionalism so badly shaken,” has been the collective and willful enterprise of just about 
one generation of artists in all media who have recognized our old assumptions as just that and, finding 
them no longer persuasive, chucked them. On this impression the modern movement is a consequence of 
thought and will, an exercise of freedom of choice after the traditionalist conception of the artist. 
Consistent action according to a paradigm leads to its negation.” (1969: 52) 
288  Sheldon Sacks
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 Renée Cox

1983  The Ohio State University 5

 Analytic Formalism in a Fluctuating Stasis 140-

170 3

140-150  

2 289  

 Leon 

Plantinga 1969

①

155, 156 290
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——  multilinear
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165

������������������������������������������������
289 

151

152
153-155

155  
290 280  
291 “The diversity of our current age may seem unprecedented simply because evidence about our century 
has not yet been organized into “streamlined configurations,” as Leo Treitler puts it.” (Cox 1986: 157) 
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169 293  

 

20

20

294 

 

80

20
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292 “While a multilinear construct may seem most applicable to the present age at the present time, it 
could be that the diverse stylistic lines involved could eventually be subsumed, once historians gain the 
perspective to relate these lines intelligibly, under a vast unilinear construct on a more remote hierarchic 
level.” (Cox 1986: 166) 
293 

——
——

1997: 481  
294 “Relationships exist not only within works but between works and styles, and if twentieth-century 
styles may eventually be meaningfully related to earlier, later, and concurrent ones, an evolution may be 
discovered or constructed. The process of discovering these relationships and evolutionary changes is 
valuable in that it leads to meaning and understanding.” (Cox 1986: 170) 
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3  Joseph Kerman

——  Contemplating Music: Challenges to Musicology 1985

 

 

295 

 

Treitler 1969: 22, 1989: 116, 117

296

60

80 106, 112
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4. 2. 3. 80 年代末から90年代の諸論考 
 

80

1989  

������������������������������������������������
295 “What he cannot condone is Meyer’s continued reliance on ideas of evolution and teleology in his 
account of traditional music and modern traditionalism, and then his abandonment of these ideas in his 
account of today’s ‘fluctuating stasis’. This neatly divided picture of a then and a now could, if accepted, 
undermine Treitler’s contention that the past, too, must be approached without deterministic 
presuppositions.” (Kerman 1985: 132) 
296 

Keman 1985:132-135  
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Music and Historical Imagination 1969  modern

 postmodern  

1989 80
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1967

297 

 

⑤ 20  Robert P. Morgan 1991

—— ——  

 

25

Meyer 1967: 98

298 
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297 “… [I]deas of common practice, consistency of style, and historical continuity no longer serve as 
trustworthy references for the understanding of current musical trends. Nor are they especially helpful as 
criteria for the assessment of stylistic viability. Meyer’s hypothesis (of 1967!) seems particularly suitable 
today, […]” (Heisinger 1989: 433) 
298 “Some twenty-five years ago the music theorist and cultural historian Leonard B. Meyer wrote 
prophetically that “the coming epoch (if, indeed, we are not already in it) will be a period of stylistic 
stasis, a period characterized not by a linear, cumulative development of a single fundamental style, but 
by the coexistence of a multiplicity of quite different styles in a fluctuating and dynamic steady-state.” 
Little has happened since to contradict Meyer’s view. […] At least until there is a profound shift in 
contemporary consciousness, it seems likely that music will retain its present pluralistic and uncentered 
quality. For music to change, the world will have to change.” (Morgan 1991: 489) 
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2 1993  Renée Cox 

Lorraine

Cox 1993: 242
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 Keith Potter
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1995  Hans Bertens ——  

The Idea of the Postmodern: A History

1963 1967

1963

Bertens 1995: 23-25 301  
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299 “Subsequent developments have only confirmed Meyer’s view.” (Morgan 1992: 59) 
300 Potter (1993: 387) 1997: 213  
301 90 Music Analysis

 Alan Street 2 Street 1994, 1998

⑤
3

1997  
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1

20

 

90

JAAC

Mark DeBellis

DeBellis 1997  

 

——

180 142 ——

302 
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302 “And in the final analysis I am unconvinced that the new world view Meyer describes, with its lack of 
belief in determinism (p. 180), objective causation (p. 142), or progress, has genuinely taken hold in 
society or has much to do with a plurality of styles in the arts. […] Multiculturalism, as Meyer accurately 
predicted, has had a lot to do with stylistic plurality—but that is detachable from the larger ideology 
described here.” (DeBellis 1997: 337) 
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4. 2. 4. ルネ・ロレインの『音楽と傾向と抑制』（2001） 
 

80

2001

——  Music, Tendencies, and Inhibitions: 

Reflections on a Theory of Leonard Meyer

① ——

Inhibition on a Cultural Level: A Fluctuating Stasis 186-219

3 186-194

194-198  

 

 

1960

30



�

 147 

⑤ 303 

 

198  

 

304 

 

198, 199

������������������������������������������������
303 “Given the immensity of a world music that could be developing due to mass communication, the 
transition to a future “streamlined configuration” may take a particularly long time to evolve or construct. 
Thus the way Meyer characterized the music scene in the late 1960s was not inappropriate at the time and 
seems even more appropriate over thirty years later. In fact, Meyer’s theory of a fluctuating stasis is 
notably similar to recent and frequent characterizations of contemporary culture as postmodern.” 
(Lorraine 2001: 197) 
304 “A postmodern world has been described as carnivalesque in its heterogeneities, grotesqueries, and 
systemic inversions. Although some postmodernists are concerned with the relationships of virtually 
everything to everything else, others focus not on relationships but on isolated particulars; hierarchical 
totalities are sacrificed to parts or localities. In conspiracy against the historical or historical 
interpretation, the postmodern age is sometimes regarded as posthistorical, dissolving various elements 
from past and present world cultures in to a pastiche or collage of undifferentiated spaces, a simultaneous 
presence.” (Lorraine 2001: 198) 
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305 “Much of postmodernism recalls what Meyer calls transcendental particularism, and Cage, Feldman, 
Terry Riley, and other aleatoricists are sometimes cited as postmodern composers. The chance or 
randomness, the lack of rules, goals, and purpose, the fragmentation, ambiguity, anarchy or chaos, the 
focus on the particular and the ephemeral, the lack of hierarchy, depth, and unity, and the irrelevance of 
meaning, relationships, or interpretation are common to both aleatoricism and postmodernism. (Meyer 
also associates depthlessnessand lack of hierarchy with total serialism.) […] With its focus on the sensual 
experience of the moment, aleatoricism is posthistoical and suggestive of a perpetual present.” (Lorraine 
2001: 200, 201) 
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306 “In many ways, Meyer’s description of analytic formalism is closer to modernism than to 
postmodernism. Meyer states that the formalism does not present reality but constructs a reality; the 
modernist sought to construct new social orders. Both modernism and formalism are generally concerned 
with form, purpose, and design, with teleology, narrative, control, complexity, and a rigorous artistic 
technique. Both modernists and (“functionalistic”) formalists are concerned with hierarchies.” (Lorraine 
2001: 203) 
307 “Postmodern tendencies are to be found not only in transcendental particularism but in Meyer’s 
concept of fluctuating stasis as well.” (Lorraine 2001: 202) 
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308 “Yet like postmodernism, Meyer’s stasis is nonlinear, nonteleological, nonprogressive, and chaotic; 
pluralistic, competing ideologies are fragmented from and often display no meaningful connections to one 
another. There is no common language or stylistic practice; the various ideologies within the stasis could 
be compared not to metanarratives but to “local récits.” Schools may be ephemeral, with one school 
replacing another with relative frequency. The loss of belief in traditional causation could result in a loss 
of expectation, anticipation, or gratification. The combination of past and present elements in composition 
(such as paraphrase, borrowing, simulation, and modeling) could contribute to a sense of a simultaneous 
presence (or “stasis”).” (Lorraine 2001: 202) 
309 ①

 Reflections 204-214
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McClary 2009: 116, 123
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Because one individual’s dream can be another’s nightmare, any joyful affirmation of 
pluralism is best experienced with some degree of caution or restraint. (208) 
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4. 3. 〈ポストモダニズム〉に対するマイヤー自身の論及・言及 
4. 3. 1. 『音楽と芸術とアイディア』新版のあとがき（1994） 

 

80

1994

——  Future Tense: Music, Ideology, and Culture 317-349

1998  A Universe of Universals

 

1994 ①

3 328-334

2 ※

2

 

330

 Robert Heilbroner
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Heilbroner 1961: 47, 48
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310 “The result has been a consequential change in Western ideology: the idea that progress is inherent in 
the processes of history no longer seems credible. Robert Heilbroner was remarkably prescient when he 
wrote (more than thirty years ago) that what contemporary thought lacks “is not personal optimism. It is 
historic optimism—that is, a belief in the imminence and immanence of change for the better in man’s 
estate, the advent of which can be left to the quiet work of history.” The end of historic optimism marks 
the beginning of postmodernism.” (Meyer 1994: 331) 
311 “The future has not only lost its luster; it has lost its certainty. The secure envisaging of determinism 
and necessity depend on an “if, then” account of change; that is, a causal explanation in which events are 
connected through linear succession. […] Such accounts, which have been the chief mode of explanation 
from earliest times, have been called into question in our century. Causal certainty had given way to 
statistical probability.” (Meyer 1994: 331) 
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332, 333  

 

4. 3. 2. 論文「普遍的なものの領域」（1998） 
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312 15

 Martin Bernstein Lecture  
313 “The context for this essay about universal is, paradoxically, the prevalent and pervasive 
preoccupation with the variability of cultural contexts. My premise is simple: one cannot comprehend and 
explain the variability of human cultures unless one has some sense of the constancies involved in their 
shaping.” (Meyer 2000: 281) 
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314 “To explain why human beings in some actual cultural-historical context think, respond, and choose 
as they do, it is necessary to distinguish those facets of human behavior that are learned and variable from 
those that are innate and universal.” (Meyer 2000: 283, 284) 
315 1960

Meyer 1960a  
316 “Because the functioning of universals is almost invariably qualified by historical-cultural context, it 
seems important to say something about the nature of historical change and about the ways in which the 
interaction of cultural and universal constraints have influenced the choices made by composers—the 
choices that constitute music history.” (Meyer 2000: 301) 
317 
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 internally generated linear change

301, 302  

 

 

2 1

2

318 
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—— ——  
Preoccupation with beginnings is problematic for several reasons. Because we cannot be 
certain that we know everything that happened in the past, we can never be sure that any 
instance was an initial one. More important, […] I am advocating a change in our conceptual 
framework—in our questions and methodologies. What is crucial for constructing a history of 
music is not the origin of kinds of relationships but the reasons—universal and cultural—for 
their replication, their change, and their demise and disappearance. (Meyer 2000: 302, 303) 

 
318 “Models involving internal linear change are still with us (despite the currency of postmodernism) 
because they seem to provide a secure basis for the universal human needs to envisage and choose. But 
linear models are, in my view, pernicious. This, for two reasons. First, because the reasons for change are 
posited by the model, an account of what happened comes to seem like an explanation of why it 
happened. Second, because, as is evident in most current analytic paradigms (including narrativity), 
linearity leads to the neglect of “the road[s] not taken.” Just as it is in everyday experience, an awareness 
of “what might have been” is indispensable for the understanding and appreciation of works of art.” 
(Meyer 2000: 302) 
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4. 3. 3. マイヤーが論じた〈ポストモダニズム〉と他の研究者がマイヤーの音楽論に見た
〈ポストモダニズム〉 
 

1994
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319 2

1997  
320 

 
 

T. S. 

 
While the appeal of the internalist, linear model is understandable, its indiscriminate 
application to any and all natural and cultural change is seriously misguided. This is so not 
only because, in T. S. Eliot’s words, “‘our beginnings never know our ends!’” but, just as 
importantly, because hierarchies are for the most part discontinuous. Although the biological 
development of individual men and women generally changes in a linear way, change on the 
various levels of biological evolution and social and style history is not, for the most part, 
organic or linear. (Meyer 2000: 302) 
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4. 4. 〈ポストモダニズム〉に抗する研究者マイヤー 
4. 4. 1. 普遍的なものの重視 
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 New Grove 

Dictionary of Music 2001

 

 

Meyer

1998 322 

 

 universal values Lorraine 2001: 

200
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322 “He has shown a rare ability to integrate systematic and historical studies, retaining a concern both 
with theoretical rigour and with the reality of historical change. This combination of interests has led him 
to repudiate postmodern skepticism about the possibility of creating general categories in theoretical work 
(1998).” (Sparshott/Cumming 2001: 563)
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 Reinhard Strohm 1999

 Theodor W. Adorno 323

19

 Carl Dahlhaus  Grundlagen der Musikgeschichte 1977/  

2004  

 

1970

324 
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323 

 a concept endorsing music’s autonomy and sheltering it from the interference of social context
19  

 

 2007: 54  
 
324 “After Adorno, the endeavor of the autonomy discussion of the 1970s was a genuine attempt to 
account for music as part of social structures. Modernist writers such as Carl Dahlhaus and Leonard B. 
Meyer paid tribute to the interaction of autonomy and context, always on the lookout for universal or at 
least connecting ‘social structures’ and ‘ideologies’. The search for ‘structures” in history was indeed the 
aspect of modernism which survive the most challenges.” (Strohm 1999: 19) 
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4. 4. 2. 研究領域の統合、複数のイデオロギーを包括する揺動的停滞 
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——1994
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Browne 1979, 

McClary 2009  Kevin Korsyn

1993b

325  
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325 “In Style and Music, Leonard B. Meyer resists the ideology that place theory and history in 
opposition.” (Korsyn 1993b: 469) 
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1998
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2 2001  

 

328 

 

3

1 p. 17
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326  Jonathan Culler 1981

 
 

2
183  

[…] Meyer deconstructs the opposition between theory and history, in the sense that 
deconstruction, to quote Jonathan Culler, demonstrates that a hierarchy between two terms “is 
in fact a rhetorical or metaphysical imposition.” (Korsyn 1993b: 469) 

 
327 “It is here that he makes his strongest bid for the inseparability of history and music theory.” 
(McClary 2009: 124) 
328 “Yet like postmodernism, Meyer’s stasis is nonlinear, nonteleological, nonprogressive, and chaotic; 
pluralistic, competing ideologies are fragmented from and often display no meaningful connections to one 
another.” (Lorraine 2001: 202) 
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4. 4. 3. 揺動的停滞に関する議論とマイヤーの二面性 
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329 “The dichotomy […] can also, then, be analyzed as tripartite. This is of some importance because it 
indicates that the present stylistic pluralism exhausts the logical possibilities of kinds of aesthetic 
emphasis. New ways may perhaps be found to represent content, to embody form and process, or to 
present sensation; but no new kinds of emphasis are possible.” (Meyer 1967: 214) 
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結論 
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5. 2. マイヤーの音楽論の受容 
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5. 3. さまざまなマイヤー像 
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5. 4. 音楽理論と他領域とのマイヤーの音楽論を介した関係性 
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