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0.1. EU®IC
0. 1. 1. F@RXDEK

LF— K+ <A ¥—" Leonard B. Meyer (1918~2007) 1. Wki% K[E 23 % HAHE
FOOL Y THD, HOFEEME, BANITEEIEROBFHRICET 26D THLIN, &
WhG LT 2 S ESERMIFEBRICEEL KT L, FEMICSAINTEZ, Z0k
b, ZOZTEOHMER LTS L1E, FEFERICBT 5~ A Y —OFEMN T 28
AET D ETARARTH D200 TR, ARG O BRI SV T h B R L4 2k

HHDTHD, LLens, BMRMRER %2 &1C ZROFEMZ 5 U e T
B2 59 fzr Lok oBREiz->»WTH, ZhETHoiEEmion Tz
ot

ZDIOAFRILTIE, v VT —DOFEEwRE IR E L, KEIZBIT 5 EDOZEOHEME B,
R 72 E R L CHBMCT 5, MR ET 2T, oy [FRICBIT 2158 &
W Emotion and Meaning in Music) 73R S 4172 1956 4006 ARsa X3 B 3 2 #E RO
W e SN 0 FRYDETTHD, LT, ZFNEZELT, ¥4 P—IITEEINTE
-2 7o e 88, F o, HEOKE TR ST E Mk & L ToFRHG & o
FATEEI - AP —— D, ERRY, —a— - Ja—Vary—— L

D, vA ¥ =% LEBEREZH ST 5

0. 1. 2. KRN DEFNRILEG

KX DOEFRERITR IO, WROFERITHL S RE L Ofim O AR 7251
JHRZHA B L TEBL, EETHIRT DL OIC, v Y —OF 5T, HRER O
FFROHREOERESE, Frma— s IV an U2 E0EREERRICLE KR
BREBERIELTCERLEEIND, T, v Y—OFEHmOZE LT, ~1¥v—%

D IALAY—] LRETDHO LD, BRLINNOFITRD [HR FHO U X LHEE]
(2001) @ TFRFEHLNRE]  (286) IZHEV, KX TIE [~A ¥ —) TH—7 2,

2 DI, KL TITEA Lgnd, RIESERFIOFHGEMAIFIC OB L BT L EnTn

% (Temperley 2007: 19, Kerman 1985: 109),



) i, BEERG LT L5 FMEEOMEE LT S OB ORI D20 bRk S
NTWEEFEZD, KIRXBHLMNIT LD, FXIT, A T —ZRITKM S 7= 22
FEKIC BT 5~ A Y — DAL, BRO, FREEE ORI TH D, T
WTH, BREAKNZLE T HMREHEBHORBRBHENRLEOND Z & 3H L3, v Y —ITh
EL7e b DIFRE 600, KT, v A Y —ICEREKD Z & T, AT Cis
SN T o P MEEE O BRI DM A 17§25 Z LIk D, D7D, Kia

X, ¥ A Y=L WO BIRE KT D EMEO 2 6T B OFREIRICEE 2 ik E O
EIFZEL ORI, RE<SEMRT DD EF 2D,

Fo, TR, FHfTACHBITAZLR L LR, FRICEDL AMOEATHD 2
LIZED TN, BEEULO—BRERTHDL EEFR D, ZORHRICNED L, FiiiH
A SCRPERT, ATIHE CTH D L FIRHC, £ OEECIZEAT DL &R & 2 Sh, £
BRIRREDKIR LD Z LIZ72D, ZD72, RELRE T, FITFHRIER A BREExT 5 &
8%, Flo. AFaSLT TEHEIIE] LW O T IOBR FEE MR L LAt 2 miEric
LTV, ZOD, ZOFITE, FREEOERMGR, RIEEFHSY, FROESE, &
R, HREBFLLE, SESERFMEMPEEND 2 L1205, LT, ThbY¥
FISEIR O BN TSR BIRMERTEL TR D . T O ORIRMES £72, EEMFIEE LTH
H L7 EE ORI 2 L TWDH LB bND, ThbaEx D &, AR,
TIRBFZER OBRICEBRT 2 b O TH B & FFRC, Wi KEOFE OB —ED
HMRZRMET 5 DOTH D,

0. 2. FRXDER
0.2. 1. ¥V —IcX9 3 SHRFHE L € DFERE

L= B oot i, 20 HHRH T L7 KE O BT S ©. RS T
L ERGICBIT A EM AW LT D, 4 HIREIRIIIC b 5 BRRIIEE D% < (TR
&G ATAHEL LUES RS TV AT TR, BT [=a—7a— THAEELR

M The New Grove Dictionary of Music and Musicians) (55 B LA T A h3) T

3 F. E. Sparshott/Naomi Cumming 2001, 33X e —7 « I 2—Y v 7 « 271 Grove
Music Online] (235175 [Meyer, Leonard B.] DIEHZZMROZ &, HipiiZ, WROMIZIE,
~A YOI D B OEERFEO b D,



. HCRIOAIFZE & EESIIFE 2 3 2 2 O Fnm < FEHi s Tnd, £ LT, FFET
REIEHO D FICE DL EOFIRIELORS THY | #OFEmTILERBEICEZRD
DHENEHA SN TS, A Y—LHZDH-7-Y a7 « —= 2 Joseph Kerman |Z
FhiE, [EROBORZEE~A Y —IL, TORKRO—HOGRTIBN T, E2, [F
2] PRER. BUARME. #ERE, B ofORIRTE & EICE S 2 < oEafEEZEL T, £
W LIRRIICHIE R ] YTo TR, 2D, & &I REREHFIEO R RIEEE I 5
IS TEE L RWERE STholz, Eiz, BHOSTFIZEW THRO TR R ML S
. T OZEITFEBRR e 2 > TV D,

AIFFNEE DFBEIZ R EB I OTHDHR, I TIEET. 20—i& LT, KEk
BT DML E R Lz 21 D 2 SOEFELZGIH L TE I 9, ZIbOMEE
FENL., BROBE L FRERBZOEBICOBHINEL D TH D,

~A Y —DOEWOEFEETH D [HEHICHK T D168 & B Emotion and Meaning in Music]
(1956) TliX, FT77~T 4 RLRHF Y 2 )0 MODHEZ 2 L5 REWmE L O
THEFRC L S, BEX FOMRES [HIFFE expectation| & BT 5 A O RLAENTER S
TWd, TONEIL, H1ETHLD THEGRT D L 91T, 1980 AR DT PRk 2 R 72 5 2%
DI E ST, OE2OBRAHDHVE T & U THEREEL TE 7z, E3OBH

HETA V4> R+ ba—nar David Huron &, & DEFMEICONTHRD L 5 12k~

TW5,

1950 £, @A ERFEL T — R - ~A Y —I%. BEEUABRICKB T2 T#5] o
BHEMICEE A L2, (] SREmICET2EEE LT, v~/ P—DHbv
BT, DEZR LI G 72O UEF 2 2 A CHRERRI 72 O ThH - 77,

4 “A genuine polymath of music, he has more or less systematically worked his way through the central
problems of aesthetics, theory, modernism, criticism, history, and a great many of the attendant peripheral
problems, in a series of patiently argued treatises.” (1985: 107)

“[...] a thinker who doesn't slot in easily into the regular categories of academic music study.” (1988: 2)
¢ v A Y —OERIEEFRN T 2 >« T =—A John Dewey DOIFBEFHTE T Tl < Fth i O
ZikieY a v+~ v 1—7 1 John MacCurdy DB S E7EH LT\ 2 Z LI 20 T, /b
F (2017) 2O &,
7 “In the 1950s, the renowned musicologist Leonard Meyer drew attention to the importance of
expectation in the listener’s experience of music. [...] As a work of music theory, Meyer’s approach was
pioneering in its frequent appeals to psychological explanations.” (2006: 2)



— 5T, BEMEREITOEEICIE, [ERICET L8 & Bkl O®RICER SN 50
ERROBENDEICHL SN TS, v A ¥ —OFEHIIEREGROMEE L 0ITH Y A
NTEY ., HEWRT 7T a—F L BBRERRWVS, 207, 21 izl S
BWTHYA VT —0F kSNSRI, BT, T4 4y F TR —
David Temperley I% [ % & 2R Music and Probability] (2007) LS N7=FE{ED, [E

BEHO 1 X—VHTYA Y =25 < 2T T2, BIOEFTTLLTFO XL D IT@RTW
Do

ZOFEEOEHETIZ, LT— R =AY —0D 1957 DX [FRICBIT 5 EKE
BB 251 L7z, ~Av—id, T8I 2= —2 a3 UBEROBLEND
ERLGEDHZEERERLIEEVOOE Y TH 5,

BIT, WELDKE TR LR T DM, v~ Y —id, 20 [FRICBT 5 E8 & &kl
DEHNEENCBE T 2 AR & A2 STV 57217 T72 < (Juslin and Sloboda 2001:
18) . 70 FROFHEEFARKTHMEE L LTHARMPETOND 2 EnH D (Addis
1999:x) , SHIT, BEEKMOFERICGZ R ELrHZ2, ma— Ia—vany
—DR| LEZHEND T EHHD (Subotnik 2004:298) , AT, B b (KA LE
H =R L)y POFRIALIZONWT TR LEMEETHH 5= (Morgan 1991: 489)

0. 2. 2. VY1 Y —DIRFE

YA Y —DOBEEGRO IR TH 5 —JITIE, EAAE R TITAR < SUb L THRa& B2 L &

PRELEEZLicbd D, AHTIE, RENZLUEOWOMEZY | AALHISR OMHIETE
Bk LOBhES 2 FH2 BT 5,

S A Y= OFRITHS BER R O RIS OV TIINSE (2015) bEMOZ &,
® “We begin with the work of Leonard Meyer, whose 1957 essay “Meaning in music and information
theory” was quoted at the beginning of this book. Meyer was one of the first to suggest that musical
communication could be viewed in probabilistic terms.” (Temperley 2007: 19)

WoTxgy) =0, Fletno0dlistesd KAL) [RA S =X
L) EWHFRIT. MBI Lo TEHTERN TN END LT ORR-> TS, AGwILT
I, TOZLIHET L0, ZROOFEZIELNTHLESL Z & &1 5,

WOKIHIZ, A1 Y — 0)2}\H@§’CTE>XDOT_/'\77\ v b e Lt JanetM. Levy I2X 5, <A
Y —DIELIZE L ZHA->TWD (Levy 1988),



SAY—IETET, IRTN T =Y e Ly P THLH/N— R« L Bard College IZ
AFLTEH DO, 1938 22 m B 7 K% Columbia University in the City of New York «~ &
Bo, £, ZOEIZIE, A=A NI T b TmLTWe—/b - U7 A 7L Karl Weigl
AR ZFLRICEI R T A L 51070 b, S HICEHENLT A Y HEEEIZAKT 5 1942 FF
TlX, =27 77> « U2 Stefan Wolpe (ZFiSF L, & b & L7 Bt xZ 0
—INDO—BELTTEIL Tz & Ed, 1940 FlTiE, ar BT RFPEEAEL T
%D, TOH%, 1949 FEIZam U BT KFCE W TR L FRE L ZOE L5 42 B,

1946 F121% 2 4 TRK“% The University of Chicago (ZfE &3 T 2L 9 TH Y, 1954 41T
ZZCHEE GUks?) 2R L TWD, TOEMmIE D LIRS0, &
BB AR EER] (1956) THDH, TLT, A ¥Y—DTHTIvI - FxUTIC
BWTC, Flo, vA Y —ZRICBWTEERZH L 2500, #1957 4 1 A D The New
Yorker (g Sz 4> 2w v 7« —T x> N Winthrop Sargeant (2 X 5 EFETH 5,
ZOFEFT, Y—v = MI FHAEZE, BT, ZhETHRs72AROR T, ZThn
EREPICET IREZEOEETH D LE2MHE L) BeibR ~A Y —OfE ik
LTV, ZOFHIBRMLINT, [HRITBIT LGS & ER] 1. BFEE RS Z2n
%< OFHE LS LI- L HEE SN D (cf. Narmour and Solie 1988: vii, Levy 1988: 448) , =+
7o, ZOEIZIFBEC, ~ A Y —ZKEEF S American Society for Aesthetics (UL T
ASA) ITAZELTHEY, 1959 FITIIKEHZHEF2 American Musicological Society (LT,
AMS) DFERKREZDOFATEEBHD T D (LA 1958) 4,

60 FRICAD & v ARFORFETH -2/ v —17F— « 7 —,3— Grosvenor W
Cooper & DI [FHD VY X LHERE The Rhythmic Structure of Music]  (1960) % Hki9
Do D% 60 FARPEITH ASA ° AMS THFEKILZF5 D, 1967 1T [HERLE & T
AT 4 T —=20 Wt IC BT B34 — 2 & DT Music, the Arts, and Ideas: Patterns
and Predictions in Twentieth-Century Culture] NS5,

e < FHE [EHREHAT D
1973 TR SN2, ~ A ¥ —I1F 1975 TR 2L/ =7 K% University of

am & K Explaining Music: Essays and Explorations] 73

12 Hewitt 1955: 116
13 ¢[...] after reading it I am convinced that it is by far the most important work on musical aesthetics that
I have ever encountered.” (Sargeant 1957: 63)

" ASA TO~A ¥ —DIEFTHOWTIL, 52 ETHhd Cirikd 5,



Pennsylvania I[85, £ LT, 1977 FFI21%, KEOFEHFR T Society for Music Theory
(LLF, SMT) BERET DD, v~ v —bEo, TORRICEIEHboT0nad (#%ik) .
1989 AE(2iE GEF2GEWT) 5 ORDFE Ml ExR—Fam - Bl - A T4 n¥—

Style and Music: Theory, History, and Ideology] (1989) MHIR S T2,

IR L 5 48] AR S D FIED 1988 T~ A ¥ — TN VAN T RFEZIR{TE L
TWDM, AMS D4 EFXBIZRE SN, ZOFEDO AMS & SMT OA R K2 CHMHHZ
fToTWb, o, ZOEHIZITBEIZ, BRIV IUANR=ZTEREEINDE YA T—BLO
W D#HZ f——2— 2« F— LT Eugene Narmour>°Y ¥ A7 1 >« B K Justin
London'®, m/ 38—k « ¥—5 ¢ >/ Robert O. Gjerdingen'’72 &'——% H.0s & 45 248
=T BRI TN EEZ BILD,

Z LT, 1994 RITIE TEREEMET A7 4 7] OB RS 4v, 2000 F121E, K
HIRTZ s TcimEa £ Ll [EROF
Essays] SmEN TV D, £ LT, #2001 Fl2iE, EEDPHRT DR ~ A ¥ —Dietk D
MENFRINZIZT TR, SMT ORGEZBIZYA T—ABHIN TS,

90 W OFEA B 2z 5B XL+ 2 HMERTD 2007 412 A 30 H, ~A Y—I., v o ¥
YOHETEDOEREICHEE FA LT, DI New York Times TH U H 727211 T2 <

(Shttuck 2008) | < DAFFEHE B> 5 DiBfE = A 2 F A F RIS OB AEE Music

FRLE The Spheres of Music: A Gathering of

Perception |23 H L7,

0. 2. 3. HEKREICH T B ZTEMAREDHE

RN T, BEOKEIC R 2 B RAFTE R 2B L Tl by, 22T, &
HE PR DL L 2 DI HERR T D,

5 BEESEHE T L Implication-Realization Model & FEIZAL S 3 & [ O BIRME 2 JLEEICE VN T2, JiE

oMk E SRIE LT,

16 a2 35 U AR TH LTV S,

7 Y —F 4 T, 1988 HEDEET, v A Y—0 R Lo HEB e (11-7,4-3) XA

7. ORICRICHR) EEZSND, 1720005 1900 FL TOREHZF EL, ZOE—7 0

1770 FRICBNTZZ 2R LT\ D, ZO/RRIL, v A v—72 R LB N H R 5

S DT IV =T HEN - SUERIEREE & O EMERIC X - TER SN S8 0

T3 —=ThrZ i, BMUMBANLRRL TCWAEERD, £, Y—FT 4 V7 Ui

2007 FOFEFIZB N TR UM —— [~ A ¥ — the Meyer] & X A4MTHND (112) —
WWERAL, v 7 MEREBEEMMT TR U TS, 2010 FR0ICIE, Y—F 4 v 7 o—if

@Hn@%ﬁﬁﬁﬁéﬁbi 9 LT HRLN, MOMFEHICL > ThRENTWS (Byros 2012),



SMT (GEL <IFf&iR) @ 1995 FDFERRET, Fhllt v a v [BROEGRB LU
[=2—+3a2—YanrY—] Contemporary Theory and ‘New Musicology’| 73Ff 72 ii7=
DN, GHSHEEGRIIEE TH DN MY v« =7 L L X Patrick McCreless (3% DA T, #i%
KENCB W THEEHEGRAMIERE S LT HICE S £ TIS, 2 DOEBAEUEN H -
7 LTWb, 1 2HIE, 50FMREZ LD 60 FRIIDIZHITH IV Ry« NE Y B
Milton Babbitt X°7 L > + 74— bk Allen Forte & \\ > 7= HREHF OBLTHY, 2 OH
X, 1977 40 SMT OFETH 5 (McCreless 1997: 292-294)

Kiktz, ALk TlInar Ve - v h—0E@mBIHENESND L5125 (FH
2009) . LT, 1957 HFTiFA =—/VKF0 D Journal of Music Theory (LLF, JMT) |
1962 4E\ZIE T U A b > K2 Perspectives of New Music (LT, PNM) &\ 538
B OGN ZENENAITI SN TS, £70, 60 FRICITT7 4+ — MR Iy TF 7
7 A « & v MR Pitch-Class Set Theory 2352 S 415 (F 2012, Schuijer 2008) , 1968 4
21X, = RU— K+ 23— Edward T. Cone (2 & % [HHIX L EFR Musical Form and
Musical Performancel] WIS TWD, ZHHDOHRAR L TWD DL, 20 il 55
HERS, HICHERHBE ISR —#F L LTTidn, He sk s L CoFEhs
BlztnwHZEThHo,

70 EMRICAD E, T - F/— JanLaRue D [AZ AL« 7F U v A—$EEHIRERS
Hr ik L #iB Guidelines for Style Analysis]  (1970) <° PNM \ZHg# S 47 6 O % LTI

L7 MBI O EEEBERIT OV T DOREBLA Perspectives on Contemporary Music Theory ]

(1972) . 74— FD [HEFHEZLOWE The Structure of Atonal Music]  (1973) . A =—
IVREBRNZ AT —Y — « f = A ;2 Maury Yeston D [53 YU 2 LDETER The
Stratification of Musical RhythmJ ~ (1976) 72 E3 RSN TV D,

Z LT, 1977 FFITIE SMT 288 J¢ L. BRI e & LCT7 U7 X 7 ChefE 7= %
SNBNEEZEST S, v LLADE D 2OHORETH D, SMT ORNLIZHT--> T,
A Vb EEREHERLLL W, EUX, AV AT 7 R TR,
SMT R RIZaT=aaTHnZ Lt ThHDH, A=W+ <27 F U — Susan McClary (Z LU,
2T, TE#& S rigor] B DD A0 —H > Tzt v o (2009:115), <A1 ¥
—ICHT BT, v 7 7V —ld, TORATORRELZLTOLIIZEIRL TS,



ZEIR, LT — R« =AY —DBHES DD H LR olz, N—7 « w7 2B
IFERIZZD/MAEZRBMHIE, T<SEEOEAZED, LnHDb, i, V
R LB, AR, R, £, AATIE (KA RMEX=XL) & LTHLAD XL
AR ORI BT 2 JeBR e B E A £ Lie, 2 OMEIRO @A 758 72 - 7
bThD, MiE. [FEHEMOEMFREROL] ARZHDT7 I A ML—v gy
ML TWebDD, UL GEERZRTH Z LI L <t Lz, [kt&
X EEoC, WIIMID, [HRinioid, ERMEOM S [k S] 2kb o 2
Ll plEAH 1Y

WOEIUIZ T ANSGND Z L7, TOEE TITOIZHKEIZ L - T SMT O1ERX7R
FENDIRE LT, 272U, A Y32 DOFERIERT 5 NTE > T=DlF Tty 2
58 Music Theory Spectrum ¥)75 | ZH# S 7z [R5 2EEER 22 D FE L The Inception of the
Society for Music Theory] T, U v € K+ 77 7 Richmond Browne |, % D%
5 O typical of the good will] & FETR, <A ¥ —23F ITRIZEE DR A 8 —(C
ol Z EEHAE LTS (Browne 1979: 4),

SMT BRAZAZITIE, BIZIE~ A Y—DOBEERIRETLHbDE LT, fEEHELLTHHD
NDFA T4y K+ 2T AKX A David Epstein O [ /L7 = 7 A &2 T— 5551
BE4- D HF9E Beyond Orpheus: Studies in Musical Structure] (1979) <2, FBAEZB LV —
2« F =2 AAF— Noam Chomsly DA SCIEDE S 2T A 7- EE a8 imE, TRt
DAL KFR A Generative Theory of Tonal Music] (LLF, GTTM) R7 L v K+« LT ¥ —)b
Fred Lerdahl & L'f + Y% v /7 K7 Ray Jackendoff (Z & > T 1983 4EIZFIfT S 5%, &
7oy A Y—DEERERBS -, T— LT OREEFEBET /L Impication Realization
Model (IRM) (295 —HOFEE— [V x> B ) R LZBI T—F RO EBT 5

FNEFT 4 T OYVEN: Beyond Schenkerism: The Need for Alternatives in Music AnalysisJ]

B TFRAVBDOIARAT 4T,

® “Suddenly, Leonard Meyer stood up to speak. A small man with a startling resemblance to Harpo
Marx, he commanded immediate attention. For here was a renowned leader in the field—someone who
hadproduced pioneering work on rhythmic theory, perception, probability, and the kinds of cultural
expression now known as postmodernism. Although he acknowledged his colleagues’ frustrations, he
argued passionately against the separation of theory from cultural history. “Rigor,” he scoffed. “You’ll
have the rigor of rigor mortis!” (McClary 2009: 115, 116)
WLTH NV RT7IE ZOFEURIN G, EFEIZEZER L TS (Lerdahl and
Jackendoff 1977, Jackendoff and Lerdahl 1981)



(1977) . [hef:o EANEE D I3HT & 5850 The Analysis and Cognition of Basic Melodic
Structure] (1990) . [Hef:DOREME S O43HT & F8A1 The Analysis and Cognition of Melodic
Complexityl] (1992) ——b RSN D,

ZIET, BEAROMELICOVTHMBIL TE R, v 7 LLARZD 2 OH DR
& L7z SMT &AL & [RIREH], 72 OFUFEE O 80 FFERICA D LD < DD HMFFEHE
WIzh, MO ENHNTZE SN TS, LI, B1ELLE I E LT 5
D5, EEODHFOMEMTIL, FREEMOZEN 70 £ 5 80 FERIZBINZ L SN TEH
V. EEEEFOEMCTIE, 1980 FEHD BT AU 2 SRS AL o L D 17
Do IDIT, A—<rP, Za— -+ Ja—van 0L 7R H5mCE 1980 FITR
KLTWD, ZOXD AR DR RIRHIE Z 272 2 L 1IERTH A 5 53,
INHNREBIT, v Y —OEEGmE LIXUIESRT 253k CTh 5 Z L ITHBEEV, K
ST, ZAUD 80 AFEARFIOICHRHA R A M X T SRR ARG B & T B

ARIETIE, BB, BEREARETOMEFOEEIEIZ O TR LR - m LA

Renée Lorraine Dig# [H 25 L G

EZIWZHoT=Dh, EZ~[7< DD Musicology
and Theory: Where It’s Been, Where It’s Going| (2 H ZFL D 720, 2cid, SREO ERIFIE D
Wiz, ~A v —o THZEIRYIEH fluctuating stasis| (ZHEZ THEBL L T\ 5 GGRENIISTTIC
DWTIHEZIR), v LA T, ERER LT 22 E D58 FEIC iz E T, %
NHEBHASEFEL TN EAH E TR LTV,

BRI, ZAHREEM O T N THFERNSIIC B W TER 2 AT 52 LIl Db
X, LIES < OFIZWT IO/ B2 Z S22 D08, SR e HER & AT
Db DIERNIES D, AR (RAMEX V) OHY FIZBWT, 2L A
FHELTWDLEDICERTELTH, BAxDATArX =217 TR, fxDRT
A LPIAFT L0 TH D, AFRLEWRCMEOKEELFEL TIWDLN, Thb
ST 5-ONRT X A4 MG U TR, AWCEEES vt bbb, KBTS
Siald (DR EBA R D DRY) Vs, EOLEIEIKRAARERN 2 b
DIZTeHDTH D, 2!

2L “If all these tendencies were to share space in a fluctuating stasis, one or another might rise to
prominence for a time, but none would exercise ultimate authority. In a typically postmodern way, not
only different ideologies but different paradigms would co-exist, even if they seemed mutually-
contradictory. There would be criteria of truth, meaning and value, but these could be different or even



KiwmClx, v b A v OU FORMBERHEO O DL LTHET A LD TH L, F LT,
BT 2 RS DO—TEREE U CHETT A 7201213, S EERAS WV ICIEL TV S
D>, FEIEEE O BRSO AT i e B 72,

0.2. 4. Y1V —DOREZFOHRE

REOFEHIT, A T —DOHEEICOWTBLIT 5, ZOMIELE S P THARTE 2T
& o, A Y —FEEED 6 ftoEFE— [ERICBT2EB L BE®R] [EEoY
oG] TEREEWMETAT 4 7] [EHRETAT L] ML ER] [HEROEHE
] — &K LIz, v A VP —ZFIIOWTHEWRT DRI, 2D TIRRINTWD, v A

FER AT D HERE A GO, MOV T 2 N ER H D25 D,
LIFTIE, 1 BB TRAT L2 L1200 bDIZRS T T 5, Rim L axatsr D 5
WZhHTe>T, v~ Y—MBOHGEEREIZOWTIL, BEAEASK IV, LLFT
1T, FEZ L ICEONEZ BT 52,

0.2.4.1. TERICE T3 EHERTKs (1956)

[EHIBIT D 1ES) & B Emotion and Meaning in Music] Ti%, HE0ONHY « A0M
SRR - HRMBEREME LS 2 &5 05, TRIGEH. SREWwR
S Tnd, A Y —IXZ O A xR BLF3% absolute expressionism & FES, < A

—IZRAUT, HERTFEFRE absolutists & FEIXN DiaHE & SREFRE referentialists & FHEI
LA o b, EREWRICET 2@ A0 AT TE e, fixf R e, FREER
BRERZOLOIZ, £, MR INDHT ORBRRIEICTFET D L ATV TH D,
FC, BREFRTIE. FEOBERD TSN EERCIT A, EEINREE, M A2 LRT
Lansd (1) o vAv—id, T ERE L SRERE LOXNLITMZ T, BFEE

irrelevant depending on the given paradigm. There would be no common language (at least that we can
see at present) but multilingualism would become essential.” (Lorraine 1993: 242)

2L, %thfﬁihtﬁﬁ%®ﬁﬁﬁﬂi RN ZIGICE D720, 5 1 ELE T, %
OWESMW - T 5, Fo, DZINTWDEVA T—OFFONTIE, KO BHHIC
FETRL TV D OT, %ﬂﬂ%éhtw
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2 formalists & FRILEFH expressionists & V9 Ry & T 5, MIXHEIZOWVWTLLTO
FolClk~%,

B EFRE T, TRAEIED ., TERIEMLIOR SN ROBROMRE « BRI
LCEY., BRI LD EEETLHIEAH, —H T, REEFRHIL, A
DR S NOBER CRIGCBEEFN 2 E R E -T2 EmLE71259, B

~A Y=l EHIE. L 2MORGERFL TUIRER2NWEF 5, DF D, #xfFEE
DIERERIC, ZREZNRBERITHMICHE LTS b Tt iz v, #
AERL KRB EROWM AP ERTHHVHLLE NI, LWHDE, BAEFRE KB E
BELLONBIIH - ThH, TERNOEGTOBMREI T RNERZ AH L5065 TH

%5, F£io, FHERIT, BTOBRMET T ZREROL T, FEBELRTH
HOMO RN 2 BT 5 Z LI Ko TRIEOHEBINME SN D L WO bRV G5, ©
F0 ., REERIL, HEXIIRAFERE SRR LR L V) 2 OOERH VD Z &
27222, DX EE 2., ~ A Y —IXA &, FHRONK - B0 3

23 “IT)he formalist would contend that the meaning of music lies in the perception and understanding of
the musical relationships set forth in the work of art and that meaning in music is primarily intellectual,
while the expressionist would argue that these same relationships are in some sense capable of exciting
feelings and emotions in the listener.” (Meyer 1956:3) 77 4 TITIHAGIS, [T E B S 2 B2
T D2 L e qmiE Lﬁ/iﬁﬂ’]fﬁ;&{’ﬁf&T [T DNTERIZRER LnFFz 22 n &2 K5 7 Bk
EFEN & [FEROSBIC H@%ﬁ%mwéiﬁﬁ«%ﬁE&%MUCfT4I1%6
140) & LTW%,

WA= BER LT 4 DO ORMRMEAE . T 4 =D R LT X I
ML LTV D (7 4= 1996: 141),

B ERHE
it EHHE

KB LRAE
ZRIERH

ZOMTIE, 4 DONGOMAEDLEDR, BMTHOIEGINLZLICL>TRENTNS, 20D
b bnsd Loz, BRERTFICHEIERTH L0, M ERIIRBAERTLHVHD,
Flo, RETFRIIHEIERZT TR SRERTHLHVED, £LT, SRERIIFICRE
E%T%éoOib\74%~®?%K%2@\30®i%ﬁﬁﬁbfwé Lt s,
L, IBEE, ~Av—0 NZFEAETARTOSHERENLRIERE THDH almost all
referenatialists are expressionists] (1956:3) & W5 FiRd NF & AL almostall] &V FHZITHE
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BT - TRAOERZME LS5 &3 2R BLFRE & L TMENT 20 TH D
B, L. A Y —IE [ERICET 21F8 L Bkl OR#&E (256-272) T, ZRERE
ELTOEBMMAETND, 2O EICoNTIE, AimH 3= TR T 5,

W NATAL LT B DB A B = X BT DWW THRBICER T 5 72 51, M EShTn
Teb DL TR D EROEGNERT D2 LI Ko TEEBTRAE U D, Wi 5 ki
FFINDDMNE, FEHINTEEEFERAB LT Y 220 MOEZOB RO S TR
V. HRFCEWTIIEEI Th 722, 72, F1ETHNIL L OIZ, SHIZBNTHEK

HL, 2BREREDNERNERE TLH L AREEMEZERHRL WD, EXWSHER formal
referentialism & FEIXIL D F D L 9 NP B W T, TERITEFHIRBEL W LIEAZ DT IC
TR YR BAR, MRS RT LW 2 ENEZ NS L&D (IRFE 1983:
477),

B L, BEOMEEN~A YOG EHRNFRRTERE IR, BREBELLEZ
TW5, BERHEFEHEHEOMIEICNEANTND T =AY « R~ Wayne D. Bowman (1998)
X, 74 L Ak « /"2 Forest Hansen DG 3L (1967, ALHF THHTE AT D) 25
Lo>>, = Ry7 /K« >RV v 7 Eduard Hanslick, — F~ > K « 7—=— Edmund Gurney
LR AR ERE ORI~ A Y —2 BT WD, fich, A v —env R v %
FEODOIF 55 & Morris 1976: 87) . ~A Y — & H—=—%FED1F %5 & (Levinson 1997: 38-
41) ZROTDHZLENTE D,

JVA% » 2w 7 A Renée Cox DFAm L (1986) TH, vA P—I3EXEREHE L LTAHARIN
TWb, 72720, v 7 A E, "R IR —=—D X I RENETORRERE L~ A
Y— L ORI, HEOMHERRHDLZ EBEML TS, 2y 7 AZEE, A Y —I3Ek
DR TEFEE L1380, FEOBAMME VIS L CEWRERCEERZ S 72 6T 0%
L., BiiZNAEROHRZ T, TN EEET LA S, 2N mE T 2K R0 £ 70
EECTHD EMFALE (171-175), F/-. ~A Y= MBI, bR & - 7§ 7k
B EIZ, BIEL R, ARELRE,. BRI LR WoTn, BT E L BLICEND
B EEEET L T D RS, TNETORRERE LT HREBLTND, 2 v 7 AL,
BRERE O DEHROICEHIER BN T ot 2 L OBEEEER LT oo 7-0lzxt L
T, VA VP—1XZOBEBREIEESY T2 L TWD (175-177),

26 Z @ [HfF expectations] &9 REIE. %IZ., KV EEMNRGEL S D [EE implications |
2D LD (Meyer 1967:8) , “implication”(%, [HFE | RSN HZ EbHH DN, KT
X [EE TH—7 5,

27 {f#) emotion & W) FRICOWTITFMANKETH DL, v ¥—IX, ~Y—+ U=/l R Harry
P. Weld DE %5\ CIEEh & &K% mood 2 XBII L TW5, KON IR TLZE L T\ D
HDLINDHDIZK LT, FEI R TTTITHATLE I DL EIND (Meyer 1956: 7,
Weld 1912:283,284), F7-, fFE#Z —IM2 b D LT 50T, v Y—OIEEOERITS B
72 % @ (Juslin and Sloboda 2010a: 10) & H:BE L TWAN, ~A Y —NEH AL DO DT 2 —
I ENTWARNE O (7272 L, 8B B Z2 SR AR FE LT B IS R BRI 0k L
TWbEan?d) L TmzEDLDIZx LT (Meyer 1956: 16-20), 4 B2 EFRICEBT 5 1F
ik, TEO FELA) RlichTI) —band, 72, A4 v—0 [FERICBTHIEE &
BEik] TliZ. emotion & affect NIRA SN TWAZ &8, BRICHERH SN TW5 (K 2004:

79), BRI, A AR FEEEICB O TR affect 12, 158, K072 D AL L THE
fF1F 5TV %  (Juslin and Sloboda op. cit., 10, ik 2013: 87),

B wAv—IlZXdFvaz v NREOREHAOEKR S, IRELZfERHT 25m& b5 (Hansen
1989),
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ZOARIT - EOHDEELRFFL TR | FFITERLIEZOTMAFZEOO L DITH
ZHNTND,

EHIC, ®BEET DT ENERIIK T E TO Z oML, FTEOEKRE L EEST 5
NTW5S, v~ v—3FE T, ERUEKRZ 2O T S, 1 HEBIZ, S0 LI,
BT 2L O0MENERIND bOOFE L X825 THR/RIGER designative
meaning] Tdh D, FTHEAFLICL o> TEEANRFW - FLPRINTWDLHEN 2N
bicd, 2FEBIL. BT 200 LE®REIND bONEMIZR D THIIREK embodied
meaning] THLH——~ A Y —IL, BH—HOREREZEWT 5 LW 5 ARBGOH 2% 1T T
V5P, FRIZYUTUIDD & HDHETRNFRRTNUCHERT D TH A ) FRe s
LI REBERPEL TS Z LD, ZO2FEDI B, v A v—R LD HEM
LWL DIFHEBERTHD (Meyer 1956: 32-35)

ZOMIZ S . AR BR T RIS T 28R & ~ A V=D ROFFETiE L T
Db DODOWEDEL N [FRICBIT 28 L E®R] CBRCHL I TV,

0.2.4.2. TEXDYXLEEs (1960)

O THIRENTZDIE, P TRFTHWDLIEREE L TEIM I e—TF— - 7 —
R— b DI [FHD VY X 2K The Rhythmic Structure of Music) To 5, ZDFEET
I, e X MODEFEEER L [ERICBT A EEWw] oNEE S L, R
U v OFRBEZIGH L2 ) LSO FERMEEL SN TWD, BRI —/_—
E, 1970 EE TN ARFTHMEZ H-T- AN THY , ~A T —DOEFOREIZH 25,
LR LOHEICHIZ > TIA Y —ANIA v F Ta—% LI 7k, $1E
MHPFAEE~A Y =0, BSELUEL 7 — " —pHY Lz shd (1993:4) .

ZOFEETIE, UV ALORE L BEBRIBIRICOWTEEME S 4L, ZAUTEES < Sl Hr
BN ZEARR SN TN D,

P ZONEERAHT AMEE WD, BlzIX, T4 A OXSICEELET~T L5
EHLHDHENTTRL, E%ﬁ%%%h%ﬁﬂﬁtﬂ%fi@< BB onT&E
DI EBRT 2O TH D, A Y—IXAARBROKBRAHEE] & 355 EOMGENERZ IR
FILTWAEEIND, IHIT, LR ELR > TWBDIE, FERIIE BBRA S W) Bz — 5y
%ﬁﬁ%¢m®éiéi@fﬁ AR TTIC R CE RV TH D (Howard 1971: 216)
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0.2.4.3. TEREEMETAMT1471 (1967)

1967 FE1TIE, [EHREZNET AT 4 7—20 Az 537 — v 2D Tl
Music, the Arts, and Ideas: Patterns and Predictions in Twentieth-Century Culture] 7R S
Do 3ERTHERL S NZRIZFE DS 1 #IL. BEICRESNTWIE 5 DD bR Y [HH
IR HIEE & B TR S BRGSO OIS & O THEMER S LT
WAL, SAEREESCEEICSWTEE LR LB TV S,

A YL XA EREGR OO TUINS TR LETH A 9, THHHER &
X, 78— R+ % /> Claude E. Shannon IZ X » TS Sz, HH TECME L0 —
I TH D, HREGRTIL, FEEEO/NSIWVWERICKRE RIFREN TS IND L S,
WD b OBBL A FEHT 52~ A Y —OFEGREBFMEOF N DO Th o7, HFHHERIZE
W, ERENFROMERMMEIZOAER L-EBEN S THL Z LICbRESNE
[N

Fio. F1EHORKE LR 2D ? The End of the Renaissance?]  (68-84) T
%, MRS W R EDRZER 2T 5 2 L 02y [HRFRAYZR anti-teleological |
T BARAIZIE, Y a >« 7 — John Cage 72 & D, fHARMEICEE S FH—DFEE
HIEAEBRAER R L 72> T D, A Y —ILZ 2T, TOEENEES L VIIA T4
X—7%, KRBARICEEZLY 2T 5 [SERYRRERE S radical empiricism| & FEOY, 19 fif2 2
ROGHRAIZREFHIEME L KB L TWD, /o, 20/ 74X —L, BLOEMS X H
RETZENTEDL L0 AMOEET), OV TV RS ALKEO AL EFRICER %
BIFNTFTLH2HDOTHEHD, TPz, v 1 v —id, SUENRRFEREZICE 5T Irxdr
A3 o7z (83) L EERTDHICED

< B 2T Y 20 AL O FTHSULARGE S, BEOFTEBEAN AT 5 [REhRE
fiif fluctuating stasis] DIRFAFIILD &V D THIDHIES N D,

~A YT, FBEANEH OEAN L2 EIZHOW T T DO X S Il ~Tn o,

TIPSR DR (L DORFRARIZIZEPR L TH2RVWDRbIE) 13, BE5H
<L BRADMEIT D HIM TH D . S L 70 50 & S ORRO ERR I R IR FE R Tl

14



<, R TEIRNREFIREIZBIT 22 B 2B OBEXROWFIZ L - TR
fFirens#Hmcd s, O

22T [EMARENER] LRI TWD b0, #EERBLES VI OND7EA 9,
ZDD, =AY =02 9 & LTWDIEHHIC IV TIE, dERRBOAZIIENEERH S
NoLnwsZLeThs, v v—iFl b, BEWEHOMWEEL W ST TS, i
ZIE. EOEFICE T HEHBLL b ORE(MIIFIEL TV DD, —HORRFE > 722 ki
RIMLTWD EWD (102) . E£7o, TOEMHHIZWTIKEDY 202 508, EORE
e METRITERVWE B SND (103) .

~ A YT, BEEICR T 2RO O T ORI 0T &2l L T D, B
I XAUE, WAFT 2EBORROERITIE, 3 204 T4 X —, £-ZOHEEERIFE
T 5,

30 “I'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.” (Meyer
1967: 98)

MFEEN) TEINY) 2> [EFIRE] LW o DiE, —RT2EFELTVDLEIICHER LD
LR, 22T YA Y—HELHANTWS, 7T v VE#il T e Y-l ko Tk
DEELFEEIVEIICOWTHHAL TR Z 9, 77 v EB) Lid, 2 TEFOHEBIZ IV TH
BNTWHHRTH Y, AR E BTN T D ABANCER SN D Z LI - THIE S
NHEBTH 5D, AL O FFa S— 1 « 77 7 Robert Brown [IZH72ATI DX 5 ITHE
s, avA NER—ERENITTA R ERH D OHEELE LTHIRS BTN
Do Ay AZERNTAFIT IRBZEX 52 ELBRWVIRD) #< 2 &3, —AT5LH
1B L7 EFIRBBIC & 503, BIMEETIER T 5 2 & T, 20HO L R 7 RN O3 &4
BWTWD Z MBS D, Thbh, WIRICH EN DR F——IEfIZ Tz v A D720
TR, BEOSF b ETe—IT A TIEE) L TV 2 DR, IRk L L TITER7Z0REEIC
HHENIZETHD, ThaeYEBHRITES AL L, e LTS - BRTLZ
LR EFREICH D2, TOPTIHERIULEB N EEN TS EWH ZEaRL T
%)

MMAT, 2EL LT, BEIREHE WO FBENFERICHN LN TV LEFT B H L TEL,

I DI ZL T, PR L LD EEATHD b DIF— BRROEEMED, £
NENOZEMEEIZ BN T, B2k b OO b BFRMRIZ & 5 BEREE O 1 THAF

L. BOUbB T 2 BEER 2 2 L TWnWDH &S 2L TH D,

In short—and this is what I hope to show—a multiplicity of styles in each of the arts, coexisting
in a balanced, yet competitive, cultural environment is producing a fluctuating stasis in
contemporary culture. (Meyer 1967: 102)
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B EOZOLZEELEEI L W) ZNE DR — 2 Zise LTWA DI, HAGH
G ERNS . SRR AR T, BEOEN ERICES#EA TA X —0
WK L5749, 3

Mo 2 traditionalism) 1%, RENEZEHRT LG THY , TONEELET HF
BE LTHEMEEADBHOND (210) . IS EROIEMICBNTIZ, WAIZLTED
WAENEREL - BESNTWDLOPNNEEIZR D720, ZHICKT HHEHT, DR, 2
Hy, FESRR 72 S 2 WITRICEED 2 b DIz b & 3nd (221)  RERZINE
L LT, BWEE DT —H%— + 17— Arthur A. Miller, HZE D/ « <27 U v | René
Magritte, {FHIZED Y ¥ > =J/1m « A/ 7 ¢ Gian Carlo Menotti 232817 HiL TV 5
(221) « NY Ty FBUEZR L BEENRLDOS ZICEEND (213) .

[HTHIIE A 328 analytical formalism] 1%, ESMONE « BIE L EOFEM - B8
TEDHHLOTIEARNEWIRHEICED (210,211) . %ED > HEMLUEITEASLZ O
RaEfRT L5 THD (213,225 , £/, ZOMBITEBWTIE, EM a2 b LIgEAR
E xRS 0 DR SIS B 2 ERERE N D (222) , RENZREHZED
L~ A Y —HINYFETHZ L3RV, Eo—)L « 7 —L—X Pierre Boulez X° I /L
kY« XEw b Milton Babbitt 3 Z 4725 EEZ HND,

[EABYIE 5] 323 transcendental particularism] (X, [FIZF5 1 S CTRoR S [RERIR

BREF OO ESRDIZbDTHD (77,159 . v A Y—Iid, HIZ k%
transcendentalism] & HFEATWS, HEEFRIT, BALCHEETII R EMZDOLOZEHB
L (214) | HiEGROMELOBIEIRY R FIE L BT 2 & O U CFrBiME Al i AL e A &
Ihs (220) . ZONMBFITE ST, WS IE, fEEOBRMETIIZR L ERIFIDD B
SINTRG - BRE L THELZEZTAHZETHY (73) . ZOELOMEES ., WA BILR
PEDIHT ClE7e < HREFEORIR - #iHFEIKD Z L1272 D (164, 165,295,296) , L
W BRI, Yar - ¥—VUTh b,

31 “Complementing this stylistic diversity and these patterns of fluctuation will be a spectrum of
ideologies ranging from teleological traditionalism, trough analytic formalism, to transcendental
particularism.” (Meyer 1967: 209)
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A Y —lTFE-. TND 3OO T A X —0EGIKREZ By L FE AWM E 5 2GR
ERHEEHTW DR, ZoMEIL. TEOMEIRERBEEMS T LN, v/ Y —HHIZL > TUL
ToXoicKYbahcnsg (222) .

E E/‘j ...................... $ Q
EFLOMHES . WA A &t e
EFIIRNY - BRER. - - <o HBER - -

- EREE- - -
fECHIT OB« RS B L S CHTHLIED)
HLRFORRRE i&NGD ST —IE Rk
BeEEE4~ 2 #7F FEIAT 2 ST FRRL =26
(v xbTud k) SHEEE
HARF 2 BT

ESEREE

TITTT 4 AL

B 1 3204 7A0F— DN E ZDER

RIART H  RET AW, INE3ODA T A RF—H D WIIEN LD OV TRIRICH
FILTWBDT, bbb REN (R=FT X 1997:463-466), _=7 X%, [~A ¥—
DI FEORA 72 FERIX, REFENINRH D] (466) &L LT, LLTFTDOL I~ A v —D Ik
ZEHI LTV 5,

I DSFEORHEOE ST, BROFTRIIIRNTE —ODEARH Y. TD—F
(R +hﬁﬁ®ﬁﬁﬁ%®m%®WWf%@ﬁ%ﬁ%Ltwtw5ﬁ%\%Lf%i
—HiZ, ZOLI B EDFHANEIZ-E Y T BEHTYIGEE, EWnWHZETHo

oo F LT, ZOBEOMER [FFIE] OWIZ, S5, EFRCHEICXILES
DDBZERFTNEHDHEND) T LKW DFED— AN, ~A47— [w~] Th
ST, (474)

72720, i, A v—Br Lz THIETE) 50T TR G &) Tonthick
WO RZEMIT, teLA EXEFM 2 oMo %zé@ﬁ'éfi@bﬁ&?é
(467), = LT, 20 AW TIHEIKR L= D1E, AiE O —etEicB i 2R Tidel . %ED
KINETIEZR W R L T D (461),

3 THHIME novelty] 2MEIIEE SN TWDEDIE, TN ANFEORMEZIEET 5 &V BT
ER SN TWHDEOTEHRNZ EE2RBRT L0 THEEELLND (220),

¥ ZOMEIEYA YD LOTEHRL, EHEREOL D,
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~A Y —lX. ZnbH3O0A T AR X —DORRMICOWT S F I F Ml D Bt &0
ZTCWBN, ZZTIE, TNHATAa X —2MEARRIC R DR ERICH > T b Z &
N oR T —H#iz s H LT <,

HL, [EPRE - HELTWD] WENES EORLEMEOE S22 51,
T & BARDOBNCIZEE N K 5 DR WSEERAE T D, Fio, WE L FEHMOR T & B
T HN L TR EWENER SN2 H1E, ZEARIET—FT D2 Lk
FEDOLDLHBIRIND, TLT, BELARMORIZmIT OND 72 B
HiE ARIAEMICOBETE 2V bD LD, B

(Y

SHIT, AV —Id, FBEAUEHDS EOREMRGET 20T onbRnE Lanbs, 2
B DEFNIRIS, AT ARXF—05 5 BB ER D —Anhe 0B85
ERETERIZEBNRD Z TRV HA—EBIIR DTS5 ETFRT D (221,222) , 22
T AV —iE, EIC2 50\ EZZRFT WD, FH 12, 23k - ZHEXOFRRICH - T

SIHTHIE AR, BB - TINLRY 7R U7 . EMEERALE
FERbD—& LTERMEZ L - o223 T& 5 (226,227) . #2112, &
Proe AERITA T4 v X =0l O P RICAE L (227) | (sHt R L OB
BIERE BIFTEDHY DD RN EINTNDS (232) %,

3 TIE, h—&N -2V XL EMEDO AT ~T ¢ v 7 fElliEEICE
OB, AR - BIORR L WO BLEN O - WEIN TS, LWnWHDH, b
— 2B Y AAOEFERITTUEEMES | BEEFITEOFEMEEL Ho I R C &
T BEIKRIT A TRl E @b ThD, £, v A Y —IiL, h—&1 kU=
U X LNEIRBREBEOYHERICH 5D Tl bik_Tns, £ LT, ZOFH

35« .. [I]f content is the focus of aesthetic attention and of value, the result is a decisive separation

between art and nature; if the emphasis is upon from and process in relation to both content and materials,
art and nature are seen as comparable, but not identical; and if materials are made the exclusive focus of
interest, art and nature are essentially indistinguishable.” (Meyer 1967: 216, 217)
¥ [EREEWETAT 4 7] FH2ETIE, MICHEERERE LT, RBEHEL
developmental change| [EfTPEZt trended changes| [22$87%5 % mutational change| &\ 5724k
KZBLD/HE (99, 100) X°, [/XF 7 L—X paraphrase] [{i#H borrowing] [F## simulation]
(7 14k modeling] &\W\o 725 HEIEDSE (193-208) N SNTNWHZ EEMHFLTE
<6
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2, FRMERE T D KO RIEEREMEDMS B S D 2 & T, B D WIEE OFTER e RENE D )
T2 & TEBEEOINRENEE Y . YIHEMN LT 2D TIZARVAE LTINS,
[EREEMET AT 4 7] 13, S 25 LA ERRT- 1994 FEICH RS LT b, £
DEE, TARRIE
(317-349) LEINT=HENERDT MR BTz, ZOFTIE, FREEINOIERIZLE D TR
BATEI O L, VL H DT (RA MEZ V) (2B 5 EE Ui L ST
L—h7T, [RBERER] OZEXFBRFESNTND, F—A « &R v ¥— Keith Potter
E. ZOFROBIFICBICLLTO X DT~ FAFEEL (KA MELX V) BT 6D, Fr
IZZDOAFEL L TR LTS,

HE L A7 41X — L& 3{k Future Tense: Music, Ideology, and Culture |

LB A Y—0O [FEREEWETAT 47T —20 UL NRE - L ZDT
HJ  (Chicago, 1967) 1%, ZTOHMNZEINTZLDOTIEH LM, (KA KMEX V)
ELTBIETITRHMI SN 5 X 5 72)JA < UM E~D AT & LT <iTind,

38

0.2.4. 4. TExZFHAT 31 (1973)

10 ERICAD &L TEHEZHATD
Explorations)  (1973) B’ fliT S5, =A X — « X A — Esther Dunsby £, [~A1 ¥
—Z 19 % Explaining Meyer] &BELTZIRBIZHBNT, [EHELEHATL] FTo~A
Y —OHE I MOBREZRDO LS ICE LHTND,

aa & R Explaining Music: Essays and

I [HFRICBT D] FEEEWR] TRREINEEEBATIZOVWTOETANEDOE
BIZBITHTFEEOREEL o T EDTHNIT, [FREENETA T4 7] 137

M ZORMBEIZE LTI, VR 2 v AR LIZB N TH#wm L b TnDd, a2y 7 ATk
DHEGMICOWVTIT, RRRF 4 EEZSROZ L,

3% Potter (1993:387) WHEFIZ L DR (1997:213) #&H L., THUHE-T-, (RAMEHX V) &
~A Y —ZBFROT 5 ZOftiblE, AR 4 ETHHRO THIAT 5,
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DERFMFBRTH Y [EEEHRATH] 1 DRI H5 ] HREC O
TH B,

iz, MERICBITLEBHEER] CTRRSNTEHBLIGIL2bDE LT [HELH
5] ZALEAT 20%8% 5 (Bowman 1998: 166-193)

R, 28O SN TEY, B 1EIII Y 7+ V=T RFPENN—27 L—IK TDOLAEH
L7 Fx— (1971) OWNFICHT=D, 4 DOENBEKL SN D, A CH 3 BT L <
Lo Eoiz, MEEZHATL] FE 1 ETIE, FEOTBEEINT style analysis & LR
M critical analysis & VY9 2 DOFEFUZS3T DAL, FRICHRE OME & [RFIZ OV T S
TS, 52 BUREIL, EARMIZ, 20RO 2 BT 2RO L 255 2 572
ENEREIND,

E2MTIE, AL Fr—B L0 [FRICBIDEB L ER] [HR0 U X o]
TOMm AR RS, FEERICB T DEEMT 2RI S ETWD, £z, & E T,
ZTOEEFE LT, R=Fb—T DT /) « VT 2ERER (E5] Les Adieux) Op. 8la
BEHOFEMR e S Tng, [EHOU XLEE] & [EREHAT5] o250
FIEL, ZRENY XL ETEE NI NT A—FITRb LT, XtERp8mEL AT 2
EMTEDIEA D,

~A Y=L, F 22BN T, FHx OfEEMEE MR AEES gap-fill'?, =FnEH
triadic. #EBA! changing-note?' 72 ¥— —ICHOW TR L T\ 5, 22Tk, [HRICBTS

THEh & B 2B W TBRICH R S 4, 1982 4D N— |k o« 1 AF— Burton S. Rosner & ™
DR AR LR T LRI R & STV A ERFEERGERIC >\ T, £/, DY —
T A T DR EICB W CEBER SN D HEBEEIC SO W T FEICHER L TR 7=

Wy,

39 “If Meyer’s model for musical perception given in Emotion and Meaning underlies the argument of his

later books, Music, the Arts, and Ideas is its aesthetic expression and Explaining Music is its technical

realization.” (Dunsby 1983: 211)

40 )N— k¥ - B AF— Burton S. Rosner &~ v —DIZEFH L (1982) DORIHIC L HERTIE,
MBI gap-fill | & AL TV D A3 gap” & “disjunct” % X BT 25 72D, ARimCTiE [k

FEIEA gap-fill] &35,

41 “changing note”|T—fXxMUIZ MA@ FH | LRENHHP, 22 CIEIIEMFAEO—fE2RT [

F TR, KIHOR (1982) (2fevy M) & LT 2,
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FR A e & 1%, BEESEITO®%IC, Z ORIRA S 2 L 5 ZRIARET 2 ££ 5 etk
ZETHDH (Meyer1973:145) , BlziE, EEFND 6 EE~OBBEOKRIC, 5SEE, 4%
. 3EE. 2ESOIEICHEITT DR TH D,

HERIERIE, L CE AT TRE ToOBEEIC THEN] . #iE 0 LDV RFETE
IC72% ) AR TH D, HBAEMRIT, BIMEAER LI boTlEkR<, ETOMES
bET L LTOREIZH-TWD EEaND, v XA —LOEFRFE TR, [HEBER R
ClE, AN —rofEER, B (D) —7EFELEEE (7)) 2EF @ —FF )
ERE Kb DENWS ] BEFAINTND, £/, 1980 FOFHILTIE, [1-7,2-1) 72
JTAL, T1-7,43) R0 132,43 REDOARE = EREN, ZRbidkE THERE S
] THiEm SN TN D (Meyer 1980, 1989)

0.2.4.5. MgxeEHn (1989)

[ERAEHAT D] 6 15 FLERTREREINIZON, 1989 F£0 [ERA L FHs—03d
i BB - A A 1 X — Style and Music: Theory, History, and Ideologyl T 5%, EL4 D
D X EEEROSHIZET 2R TH Y . R ICR b L7z [EREH T
) ExtER LTS ELEZXDY, LhL, RFOERIZZIUCEE SO TIERN,
HRIRPEY « JERRYBL G CTh DAL A, 2Bl ONAIEIEIZE B Lo o8 b3 2 RIZE I,
JEE SRR & BERRATZE 2 BT 2R A TH D . MOMFEENL bZD X IThRENTVD

(Korsyn 1993, McClary 2009) S,
FFIX3E 25, B 1 [H5 Theory) (1-65) TiX, IS L UORER 04T ICBA+
B A Y OBENER S, FERERICOVTORRN AR FHEPERSND, H2

42 ¢[...] begin and end on the same pitch, which is “surrounded” by upper and lower neighbor-notes.”

(Meyer 1973: 191)

43 “A changing-note melody is one in which the main structural tones of the pattern consist of the tonic

(1), the seventh or leading tone of the scale (7), the second degree of the scale (2), and then the tonic

again.” (Rosner and Meyer 1982b: 325)  KI#IZ X AR (1987:399) IZiE~ 7,

“RIFEOR 1 EIL, 1977 £ RIC3 0 T FRETITOIOKRER AR OSRICE 258 ThX

LU O A The Concept of Style] DNEIZHESNTWS (B4 1976b) . 72, EL &1 70

FERRICITEECOBENH -T2 £ 301D (Meyer 1979: 2)

KR EHEE AT SRR b O TH D Z L, HERAINL TV D (Meyer 1989: 31,

32),

I h, TERREFHR] 2. v T—0ZnE TOEFINE [ERIZHT 2 EE) & 5kl
TERLEZLT AT 4T EERGFNITE ([EHRETHT L) LaaLiobos R

TEma 2305 (Byros 2012: 275),
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BB TR - i3t - 4R History, Innovation, and Choice] (67-160) Ti., % 1 5B TREN
7o, BEEAPEHZOFEBIRICESC LWV IB2OE &, W LU THRERZENAEL D
DPVFRBRINTND, SHIZ, FHIH [EFRE A T4 rXF——19 L DFEH Music
and Ideology: A Sketch-History of Nineteenth-Century ]  (161-336) 1%, 19 fH:fc DR 48 &
A FAuX—DEREMHTHLOTHY | 20 HiFERE A T4 1 X —0BRMEOfEIH %
AT [EREEWNETAT 47 6, ML LR REB -T2 L1 D, 19 HidD
v EREXZTATARE DL, A Y —IE= ) — NEEEREOA T AR X —
ideology of elite egalitarians 72 2 H D& T L T\ 5D, ZOWYETEROA T A X —[E, B
~ EREMFIC L 5 S OBEE, B, HENEEART A =205kl o
=BT, EBROEHMICHENDS & STV 5%,

0. 3. %&1THA%
0.3. 1. VAV —DEERENRE I B ELMR

~ A Y —OFEFROZ MR L OV TS S 7o B R R L Ak & OBIfR A B 5
FTHRENC, FATHRICOWTEB L 220 e b e, LUF Tk, 7. A vY—0F%H
imaXtR L LI 2 8T 5,

~ A Y —DOF G E RS & T DRI OIE T, & DRREDO— VA2 T\ 5
HDOELTETHETOLNDLDN, 1967 FITRHINT T+ LA B« /N B Forest
Hansen DNLa% 30 [H558 & s & Bk—4 SO PEFHICE4 D98 Music, Feeling, and
Meaning: A Study of Four Theories] Toh %, %, ZOFmIL T, ~A Y —BLOV 17 %
— « Y v —H ¥ RV Victor Zuckerkandl, K7/ K+« 77— Y > Donald Ferguson, A
WX« T 97— Susanne Langer D FZEEIRFRIC OV TG L, £ D L THBE OEXH
ARLTWD, NV, 220 v VP—oFERPIBEAERN L bOTHL I L%
R LTWD (179,201) , F7z, A P—ITEARWIIL, Yo h—B L Rre e b,

YRR BR A LIGD /NT A—4 T, FERELEL LIZEENRLOTH S, BlzIX,
e, URX A, FIERZNICEEND, LT, BIR/NT A —F CIIHGRENR BRI ELE S
2V, ZHIEBIZIE, AT T A, TUR, T AF X, HERRENEEND Meyer
1989: 14, 15),

B TR L B8] TO~A Y —OBEREERICHT A HEEIME LI, Fl2IXEREREOE
—H— X7 ¢ PeterKivy ICLDHDRH D (Kivy 1992, 2009),
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A OB 2 T 5 BT autonomist & A2 SN TWE LT, 77 —H Y
vETUR—E, TN UEE) 2B 2L 2T M HE heteromonist & I
na) .

N DGR E RN & 725 60 AR5 70 FERITHNT T RIS
TN OMNDFELN, v A ¥ —OFEFwm L MREF & LT % (Sherburne 1966, Howard
1971, Vermazen 1971, Titchener and Broyles 1973) , ZAUHIZ DWW Tk L < IXAFH IR 2 T
filiv o 2 LI/ DM, T BIFEARELRLE B L BT T, v A YO FEROIL
ik Kb AL D TH D,

Z LT, 80FEMRITIE, ~A Y —DOFERICONTin UD 2 KDL E RO H 2 &
MTED, 1 RKHIE, LF+ 27 A ReneeS. Cox 28 1983 FEIZHEH L7 [LF—FK - <A
Y —DEF—20 AT D E RO FEFE The Aesthetics of Leonard Meyer: Musical
Formalism in the Twentieth Century] T 5%, BAIZHEHDH LI, v A Y —DEERNE
REROXRP ORI E I, 77 VA THSTEHMEFERE LBEEST Gal bhvTwn
b, v A, BES—VICLUTOLHICREL TN,

ARFIEDRHE L LTWD DR, RSB HFEOLEFE 2 ooh, w4
—OWFER, TERERBEOBA L EER—REZRETCNDL L) L& THD, L
L6, A ¥ —id 20 ALORUBMICBE TH Y . 2000 b2 T
Weleh BOMORRR LIIIE A ERE L ART I LI TE R, HoE
KEHIT, halo, EERFOBELFLHELUT LD THD, P

Wi, ~A4 Y —OFERIIOVWT I EIERBANDRF - BEEITo 7%, LD
KEIZRBNT, EERL A VT —OFERm L OHLBEREZH SN LTS, HRITEK
X, MEER T, REBWRAZPZOERIZH LR EEEMN T HND Z &L TEKRE D
bFlasngd (177) . ¥4 Y — bEOEEEWRRICIBWN T, BB L, BFEE

O AR 1986 45,

50" “It is posited here that although Meyer’s work is eclectic and marked by frequent changes of
terminology, it all corresponds in significant ways to the formalist perspective. Because Meyer has been
very much aware of and involved in the Zeitgeist of the twentieth century, however, he cannot be labeled
a formalist without some qualification: his formalism increasingly comes to parallel structuralist
concern.” (Cox 1986: 1)
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i BRI HEROYRICH DR L OORENEEEZL>TND (181) , F7=, 1
WEERICBWT, & 1T b0 TR, —#HOEBIZ L 58D L S
% (178) o 2y 7 AL, AR, BRI 70 & 35 B E O B 22 M A 58 3 5
VAT —ICHEE LTS EEREL, MEkflATHD (181 °,

2ARRIZ, BRICEA LT I 7o imX (1987) Thd, [VF—F-~A¥v—D
FRIEIC BT D 3Tl e & 22ES Analytical and Aesthetic Concepts in the Work of Leonard B.
Meyer] EBESNTZZDMSCTIEL, ~ A Y — D556 O I LR & 5280555 O BIFR AVAL
Flz#igsnTtng (1) 2, 2LT, [ERICBTLEDEER] THRRShEEFHR
fi (RRIC, FEB & 5 REWR) 23, ot ([FE0 ) XafE] oy X
LR LU [EREFHAT 2] COEEMT) CHEELTWD ZEREFRIND
17 .

2V HARICAD &L LR - 3y 7 AN [FHEEEE EME—VLF— R - ~ oA Y — OB
[ZDWT DRE AR Music, Tendencies, and Inhibitions: Reflections on a Theory of Leonard
Meyer] (2001) Z T 2%, FFEEMERT D 4 DOEORPERSIL. T, ~1F
—DEZFC OV TOFEMZRMER - BEHTEIDIL T DM, v LA A OB LT (58
U Reflections] &ESNT-HBEDOZRY-TRAIND, HEPELEFELDX, v v
— M RAIEBYCF BB R OB 5 FEAOFAE A & L CHER L7e gl & 2 o)
— 50X, B EREFIDDDORN—Th D, HLIZLDHELEOMEIT
B CRO XD IZERI S D,

DI ik, BBy, 307, DERSE S, Bl 0. Bl & oo fEi
EFC LT, BAxDEEDONRY =0 EFHPNZ— DI LT Fry
=T DDA D Z & T, ERITI T DA &N & AR (B D WITEE &R
i & EE) BT o~ A Y —ofmEE kT D, *°

N ay P APERT D INbA YO M &G TR & ORI, TR E TR

LAY —LDHERE bXIEL TN D, HHJE 25 %BRDO &, if_ ﬁiﬁ@ D LD 5
BZOWTIE, A 4 ETH LR

2 AR 1989 45,

B e ayZ Al A Renée Cox Lorraine £ 3% CHR I N TV 5

OB LA LD I DEBOF 4 EAPEAIC VI, ARCE 4 ETHL <

55 “In what follows, I explore Meyer’s theme on tendencies, inhibitions, and resolutions (or 1mp1icati0ns,

deviation, and realizations) in music, considering along the way how musical patterns can be analogous to

patterns in everyday life, as well as to patterns in other fields such as film, art, literature, psychology,

v
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[ 2B 20 LA Y OEBRIT, [EORYT 4 XL/~ b XA, BT )06
RICHT 2BRPESE, V=¥ —d, (RANEL=RL) REZIKZELHDOTH
D A E RV E DRI BRI b D TH D,

UED X ST, w4 ¥ —5H 2 WIIEOEZGRICEIT 2 AR IR, BRI 72 &7
DD, LNPLRBRNG, N2 PINNERZ L ER E 2R L, £ b ~0BKHK
REKE L LI, A Y — OB RO IR & MR D> ORISR « 2R LIS ThE
FTRY =60, F2, DL, vA Y —DOEEREOLD (BLOZEDIEH) 1T
WTEERT2R-ATH Y | OHFRENR YA Y —IZONTED X D IZHH L TE 7D DNLE
WERMEE 22> TN D, ZDT2D, A Y —DOEEROZHICESEL ST, TREEL
THERWIT LW ) UG & i O B 2 A1, 206 OFATIRE & 1d4<
R DHBLITIREL TV D,

0. 3. 2. 20 tHiCHEXRERZ T RKEREH D WEFRLE L TRA SR

BB TSI, I h, <A Y =TT L TR0 o0, 20 HiDFH SHE R
WFGE 2 SIRRIZ U 6D 7o B B8 B A SO RS RIC B 2B DMFAE L TV D,

FT, BHEREMFEO B E LT, 20 ild 2 W IXERE OBERFEICEE L L TNDL B O
N5, TORENIRHON h—~ A« 7 J 27 &> Thomas Christensen 23 ffH % 5%
e o7V y PRy ) —X TSI The Cambridge History of Western Music
Theory] (2002) Toh A9, [FZFE TIL, HEOE T 20 HALOFEHGRIZ OV T Hiw L bl
TW3,

iz, = =W OREENA YV « v I—ICT D, =a TR -7 v )
Nicholas Cook @ [v' = H— T uay =y b iKY ¢ — BT 230k - AFE - &
SKHREE The Schenker Project: Culture, Race, and Music Theory in Fin-de-siécle Vienna ]

(2007) BdH D, ZOWFETIE, BEOXKEICBIT 20 ERETIIBR I TV, 1%
BIFD Y = A —DEFRDEFEN 19 AR T 4 — > DAY « +ESH SR O 51 CHARGE
INTW5S,

history, ethics, mathematics, and science.” (Lorraine 2001: x)
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Fio, BHFHEROGIIZIIES ANSBNTHWAE Yy F 7 TR - &y MNEGRICBET 2 ERK
fgEL LC, S b—/b+ 27U A /L Michiel Schuijer’®?®> [#EFHE K%+ 5—E
F7 T Aty N E DR Analyzing Atonal Music: Pitch-Class Set Theory and Its
Contexts] (2008) ZZ%\F5 ZENTE D, vaUA TAOIOFIE, 20 ik ok
WT, BEvTF 7 IRty MNEERPWNIZZOMG EOMELER - BEL CX7or%
FEICREET 57217 CTled | 2 B a—Z0RFHk & W o I ERRAMI R ERICE L T
kL TnD,

HEATRET, 7y 7 L a UL ORZEIC 0 L T % B 2EBERAT IR 69 5 thRE
Thod, 7y 7id, WOELITERD,

FxFr = =% OHREDHIHLOOED L LTEZTNDLN, ZAlefx
[Z& o THMTIE, L LARROBBETH Y | (TERE RENEREL, BEDRR
ELTHEREMHT 2LV 2L THD, WTIUITE IO L WO DiE, x4k
E LI TOMAR - 2R « SUBAYZR BRI rIRHZ R DR ZEETH

D, T LT, obiE, HEBMEREAET LI HOL L THEREHMET DR DDT
b2,

ZIZTZ v ZIEH 6T, TR AR - (S8 - SUERICEE SN b D L LTERX T
W5, b, MoEE (1990 R 1992) TZ v 7ix, BEESBRFHZRFE TIEH
VAN L2 TIRT LT, O OBENHEEDO TN TH L Z L atEi L, ek 2
AR E DO SUEN D IZ BN THZ TH D Lim LT\ 5,

FASATRILIER DRSO A HIATe 2 L1 X > CHHEE B IR T &
BT D, (] LIATEEIOLIICEXSDE, £ 5 \okitih (&
BB FMEECART LR B D ETh b, MIROMIEITAARS - LIRS

WA OFEFIIARNIHERR LT,

57 “For us, to whom Schenker is one theorist among many, analysis is rather a matter of making choices,
of deciding what there is to hear, of construing music as an object of thought. Either ways, it is a process
inevitably informed by our experiences of the personal, social, and cultural world in which we live, and

so analysis becomes a site for the construction of music as socially meaningful.” (Schenker 2007: 316,
317)
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FESHMETEDL LT A LITHEINLTHD, EWVZ 50 b, MEEOREEE
IEE 2 AT Y O SUEERR B OB A B L EN O 2 ERAMT D2 LT ko
T, ENbHa ) F<LEETEL LT DI LITHLNDTHD, TIUTE-HHEE
DORNFIL (Bl ZITERONEREFERE) FENPNEH T D Z LI L > THID TEEATRE /e
DIZ72 D, FTNEH U DH TR E OB 2 T~ THIOT A, £
FAUZHIGE LWR D RE YA Z b o T ATRITIEZR 6720, SVZ 572

O, MEEAIERRBNISUENES T LV E SN, D F U EAUTRR U bR Rk A
WU, R B L TFELZAT 20 THLH, 20X 523 AE O TfF
ET 5 LW BRICIBWT, MEERIERFBTIRFRUBI & IXIERCH R b O TH

%, (77 1992:297)

ZIThH, BESTPREDO UKL T 2 D7EEEBEZHENTND, 7y Z7DIDED
R RME, TR A BRI E AR Db D ET LT TR, ERLL B BRSO
—JERED D VI T RERO L LTIRAET L HRTLOTEH D,

Va VAT NVDOEREOFTIT, FEHEGRE O —EE Al Lz BT, MEED A2 %
NHIZMITFHND Z ENRBENTND,

Lo Ladis, 2o [fhany - ey - BRI RICES] ERFENRE Yy F7 7
Ay FHERICOWT UG L2 & T2V T 2B 2T b2y, £HE
FZRBNTINR D IMFF R~ BRE L TETCVDONR, EvF I I3 2 -y M
A, EEAAIE - BEE - AR S NS SR D TH D, 8

P& & RREOREIZNE D72 I, ALKICBIT 2 BB oML B AR S . BHUL -
EREEO HETHY . EETEONRICRY 95, HEICENDEEROTHS,
IHIZ, BEUbO—BRETH 2 Himhfsitid, B0~ cbd s, Zhid, V
F v — K + ¥ 2% Richard Taruskin 23% OIE#@7 5K B Fb 2B\ T, GTTM I2E D
N=VEENTNDL 2 ENDHEXGL RETH S (Taruskin 2010: 445-455)

58 “However, I see no reason why this musicologist should avoid dealing with pitch-class set theory
altogether. Although it has developed into a highly distinct area of competence, it is part of the cultural
environment in which music is made, heard, and studied.” (Schuijer 2008: xv)
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ARCIE, TG ST & ORI 0 | SEEROEE b L -
BRERO-FETHY | HBEIFILONZRITRVGD & ) i BRD oo, T
E TR L DN TR 19w Y —ICIAEAY | DOEERENICET 5%
BRI & O R 2 R BT D b O TH D,

0. 3. 3. FIRMVAHEBERICEAT 52X TR

YA Y —RAEZEL T, EERO G RITIEEI DO BRI Z H 52T DAL TR, FE
PERF BB BE T2 2 X 7B JEIc b B &2 T 20BN b D, FEIESW TR 223K
DFEATHRENFIEL TN, LinLAen s, ERICET 27ROV T, v/ v —=%
Al U CRRE L2 e T e i 72 6 7220,

ARFSCTIE, BN &0 D FE A SRR & V0 ) BRTHW S, MO [ZEENZ R
b HEBRTIIRAE] LVWOBKRTH D, [FERIEE] L S-o5hE. BEICERT N
L THUSREETRI B (S D8 BEIAFORIRARIETT 5 K O e BT S heH L
WIFSEREI D Z L AR o L LT 5,

712U, S RIREEHE O BISRMEIC 1T, & ORI FBRAI BRI A ST 2 X O e AF 22 Bt
DHIEH T BRI DBFEL TND, EER—BIFITIE, BIRMEDEVIRIETH 5
Ml DY, ZOOLDIIHMZANGNDTEAS S, £, tOEREZHEFT S, b
BOTHERLE D LW IO BRMEL HVIED,

B % SR M 2 HE R 2 B O BB IEIC DWW TR, W 1 » » 21— Kevin Korsyn
O [ERE BT 2 —BROFEAFIEN KT D B Decentering Music: A Critique of

9 FAPEMAIEE (FRZT AU BTS2 EL) 1> TEHLIFEOAHO LD L LTHIRADL
NTEEEZDIZ, ZNNETHFRICER UGN T I Rhozt B bN5E, L LR G, Hig
722 & DDOF I & 2372 HI1E, T OIFEUENIZW DIFZEE S 20N HIA L TV D %145
ERRT D Z LICHEBENROLNRT IR B, R (2003) 127 A U BAFZED AR
MBIRD X HITBRRD,

EEE, T AU BN L > TUEUKROZ L TH Y, R ERELOHICRDIT< WL D 7
ZETH, AEANCESTIEFLZLENNREZ IO, HDHWNIEREF AR
FELWNKDPBGNDIZ NI X0, AETEHMEIZENTOHLBNL LN E 574k
ZEN, MEICLINTRBI SN TWDLEE DRIV ETHSD, SV
X, T AU I ADRDN72, HDHNTERUT LW T A U OMECREZ . A0
IZZEA L TS AREE DR SN TV D DI Th b, (iv)

0 fi 2 1%, Frodeman et al., eds. 2017; Klein 2005 72 &
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Contemporary Musical Research] (2003) N&E|Z/e%, HHRIARICHETLIMAETHOND
a—vuE, [EEFRIIANVOEICR D 5055 S VI REHIRENFEL, B
ARG LT DO TEEIROBRIE, 72, SRR ORI OV THHT LT

Do P XU, BRI - FPUET D Z LTk » T, FECHW S D B
HEERV MY v 7 IR0 B EER, M ClEala=r—a v AenElL s, £

7o BRERRFIC, SENICWDEIR. BY OREE RIS TV 22 OSNB 238k T & 72
<7e% (6) o ZDOXDRREERICESS FFOEKIL, BEHL ., RO—HIZHNLT
WAH71EA 9,

BRICETL2EML, aIa=r—a VOBEE. £ LTENK, SRS
NWHER =L THAIZ L > T, M TROBEICE > TEIShD L) ZEHD
fERRIZHBRL TV D, FAE, BRICET 24 O LY TEZAREICL, ala=F—
a DL RO TV LRI ERET 2 LIk o T, FaBENN TV L
FE, REBEREZREBLSD, HOLMNILEWEEY, ZoLH%2BL0L L, B
Rz fElSNEEi s LTI, GRETHSIEERSN TWD HEEEL

T RBEEET BRI L Vo PO A E SN D Z LI D, @

EIhlz, =yt FRBEEN ORI ND D0E, Vv v - 77 Jacques
Lacan OFEMMTEGR Z A Loofm L Cnd, a—i i ickiud, TRUFOME big
Other] —BZEMFFRIZIWTIR, BlAIX TEhZE) T TR 2 d—Dn
A2 RDTNDLDD, ZHINET LI 2B L TCERDTAT T 4T 4 BB ESILD

N, FO [RXFOME] 1TREOLDOTHY, EELRNWTED, TAT T 4T 4 13%

ICARSERIRIRRBICH D, T LT, FDOTATUT AT 4 DREZHY . Rifife b o4k

6l “Musical research is becoming a Tower of Babel.” (Korsyn 2003: 16)

62 “Musical discourse faces a double crisis, then, in which the potential for communication, and thus the
social bond itself, is menaced by fragmentation on the one hand and a false consensus on the other. By
investigating the conditions that underlie communication, that make any particular statements about
music possible, I hope to expose the impasses in our situation while suggesting alternatives. With these
concerns in mind, I will study aspects of the academic disciplines of historical musicology,
ethnomusicology, and music theory as they are currently practiced in the United States, trying to
understand musical research as an institutional discourse.” (Korsyn 2003: 7, 8)
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LT bDICEZDONT 7T 4 U=3E0 ThoEIhd (66) , 2—TIHERENEICE
JrENE [HEEZ ES{ET 258 narratives of disciplinary legitimation) & W5 (61)
HEETREE, (kA EA T 5550 ) QMBI T2 TRE(EOMENE strategy
of delegitimation] . & % V\IMfEA [ & § 255V narrative of delegitimation] 7 &
NHENIa—V U OIEMTHLD (65,79 o A3 HTHD TN LR, a—
X DB ZICESE, h—~vr btav - THY Kofi Agawu ([ Xk 5 THElkZ EX4{bd 5

D 2O LTV,

KiwmXlx, a— DU EOHEMICEFRT 26D TH L8, LI— R Fv—L1 )
D&Y OFREDDDICH DN TETZONESEZK D AT, a—vrDREE R -
MDD LD TH D, Flo, v A Y=LV IORRRIEEICH AL THZ LIZL-T, =
=V UMBERRLE Lo lo TR B LS REFE M BT b0 THEH D

63

o

0. 4. FARDEE

ARFFEIE. AHGHNOERIGG, SROY, FREY, —a— - Ia—Varv—
E Vo B OZMBEICET D, A Y~ DMOBTEE LD OF K - iwm kAR
ICHET 2D THD, < DTN~ A Y —IZBD LI OV TIELS S LT
BHOHTHY . MR DFRTIEI IS < BFFRITMIZH 2 BV, ARBFFRIEE 2,
VA Y —ZFICET LM T — B L ZRICHTOEFORMER T TLHDT
b5,

o, EHERICE S~ A Y —ZFICBWT, v VI UOFREN D S S E e
EHTIEASNTEBY ., TNLIZOWTELETLHZ LT, ZHRNR~YA T —RIZOVWTH
LM END, A YT —DOEERTD L ODLENED DI EEEIEIC OV T U758
BEZFELTODN, OMRELNLDOFK kst b elc, v Y—DZmEtkIC
DWW TCim U BATIFRIZ RS - 6700, £ 2I2iE, A vY—0EEam L R%E, HoHVIEE

S HATHEMT 27261F, a—YORREZZICH D, HARLETHDLOE, FH (50)
FoEREG (DDOWVEERSN) . REEXRT, =a— - Ja—Yany—Tobh, XKML
[EHFE) OFICHE-> TV D,
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AL R, BIZBET2HBHRBETENTEYD . A v — L WO WEEIZHOWTEHFT 2720
IR RRBERTHDL EEZBND,

SHIT, ZOZEMEICIT, B & o RGO BRI D220 6 PR S v TV
HLEERD, AFETIE, ~A Y —OEERZI LI OBRIEIZ OV T HH LMY
D, EREXG LT 5 FMERR OBURMEIC OV TIE, AT R L -3 E I E R T
B LTWDMR, KL, ~A ¥ —ZRIFHET 22 LI KXo T, AT fiEm L T»
RVMAIENIZSW T bk T 26D TH 5,

MAT, 2O X5 AR O BRI, Bt K [E O FRAFIER DO—ETH 5 & R
2, BEUEO—HTbH D, £DTH, AL, BHZER L9, v~/ v—&n)
MIEE DI 72 b T WEKEOFRITEH, FRIMEOHFITH RWICHERT 25D T
LER D,

0.5. &AL

B1ETE, £9, FROYE IOERIERERICS T~ A P —2FIZ o0 T b
%o BN LI - FROEER L O ERERR ORI D~ A T—~DF
K - Gk A EREICHAET 22 LT, A VP2 ROWBB IO, v A Y —Z Lo EH
DB & F PR ORI NS D,

F2ETIE, BEEEFOHERICKIT LA VT —S AR EIND, HENGERDDIX
KIEEZLEORREE Journal of Aesthetics and Art Criticism TH 'V | [FFEICBIT 5~ A ¥ —~
DEK - Mk DPHEREICERZIND, LT, 9AVY—DT 7 Iv 7 - ¥ U TITBIT
D EFHEEOMN BT, FREZOFERICBIT 5~ Y —ZFOWE, BLY, v ¥—
B LT AR & E AR & OBIMRIEN R EN D,

HIETIE, A Y —LEHO=a— - Ia—Yanl—LOBREEZALNICTS
R A —D IO & —~ oW [ERERET 5 FRF~OPH
Contemplating Music: Challenges to Musicology] (1985) (ZBWTHER L7c THERE) % Hig
T 5, Flo, FNEAELT, BEHERERNIHO=2— - I 2—YanT—0EFRMEIZD
WThimM&kT %,

FHAETIE, ~A ¥ =0 [FREEMETAT 4 7] TR HEBIER] 23,
DOIFFRHEIC L - T U bl 2 RERFINEIIL Y | THREEhAIEN) & (KA MEX =X
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L) ORBRMEEZHALMNIT 5, Flo, ~ A Y —HHD (KA MNEX=XL) ~Oiak %
RBLT=#. 137 (Sparshott/Cumming 2001) DAL, ~A Y —DFEHD 9
He (RAMEF=XL) (T 2EMHEZH LI T 5,

ZL T, BEILHTZ DR TIL, v Y —ZFOMBE, hoMEHFICL > THRESH
IESER~A Y. ~A VT —OEEREIT Lo B3R & ek & OBRMIEIC SV
THRET %,
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LU, FhzeHUcmERoBERYE

1. 1. BUSIE—FEDBR &AL

AEO R, FROBEY L EFEEROBENTO~A VY =2/ 2L, ~MvY—DF

A LWk O BGREE 6T 5 2 & Th D, AETHARG LT 2 HMIX
[ BT 2158 & Bk] AR Sz 1956 025 80 D ETTH 5,

EHROHAE, AR 2 {iTHE L <HERET 2 £ 91T 70 FRHID A D 80 FERANDIT
FCL BHEE I 2 E SR TWD, v A T—id, FIREIC HIR S Rz 5 0B 0k
7R P EL NG b o T, ZD7D, v A Y —ITY RO F O BRI 3
WTC, LOHNTMEHE DO LY TholebBEZbND, AETIE, ¥EMMICKIT 5
DB - FROBFHEETO~Y A ¥ —~DF K « falk %, FIEs 2 O8I
L. ZOHEBIZHETH~A T —2KER LT 5,

Fo. FWIMICHKT 5, BRERER O~ v—~DF K - IZOWTHIHA L,
D FROHZER TORERBRE L ADE T, ~A Y—DOFEHRZN Lz mfERoR
BRIEIZOWTELET 5, 80 FFRAIOITIT, FHLHF & B 235G & DO FBRA) i 3 sk
Ehhbi-t S, ZORD, AEOMEN LI, Z OB O KD — )3
oMM D,

ARETIE, DLEOFE - BEABEL T, EICUTO 3 A0 fmmes LTEIND, £7,
() v Y—OFEEwRN, THREH, VXA JEROZAZHICELT, 2<R25%
BRIl ->TEZZ &, (2) v A Y —OBEERAI Lo FE0LHT & SRR O BRI
b, ENDH3DDOL - Ny 7 TR, ENENERDIFEHEZEL N2 E, B) &
BLEFOFIRICB T 5~ A Y —ZROFFATIL, FBAHEAM cognitive revolution &\ 5 4t
MRS RWVICEH L TW e Z E RS D,

F2HITIE, . ARICBT DiEmORHEE, (1) ERLIEEOME, 2) &%
DERICBT 2~ A Y —BFOMEL, 3) FROHZL FHIEROBMRLE VD 3 SO
MOMERT D, 2 MAO, TRLFACEIT D~ A Y —2FOMBIL, [FRICBIT 51
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LR WS R OFERE, B OMBL. 4 BRRAEMT & D 3 DMl S <
bDTHD, feH3HTIE, AEORAENRL RDFMNEEEZRT, FA4HTIE, £hbd
DFANTEEI G S AVTFRSC » FREITOWT, DE - FERLHT I X OVE SR E R O sk &
LACREMAR T R MY, T OOWERE b LI, BEEITIE, FROEY L RERICE
Jo~A Y —DOEEROZFMFEE . Elo, HOEHGR A LT i fEE ] O BIREEZ B 5
ICT D, TORER. TIP3 SOfERIMFON D, RiEix., AEO/MEE LT
OEEI BTN D)

1. 2. FETOREROEAR
1. 2. 1. BROEPEOHE

BHROLHFZIIB TV, Y —OBEEROZFBRIIONT, o, FROF L FEEH
FOBIRICOVWTELRET 2720120F, £, FROMFLEAMBIL. 4 AR EROMEY
IZBWTEA Y —NEDLIICRE SN TV DO EHBRT HVENDH D, AHITHE
SOBE— (1) FROLEZHOME, 2) TRLERICBIT D~ A Y —ZEOBE.
(3) HELH T L FEHGRORGR— D, AEOHHELZHERT 2, K2, 2 OHOBLA
1. [EIck T B8 & k] HBCY R OEFE, TROBZCBTE~A v —0%E
WREOMEL., =04 BIRMEMT. O3 REHR L,

BRFEOME LD~ A 7L+ XU |~ Michael H. Thaut 1%, [4 v 7 A 74— K -

N RT 7 e =X BB The Oxford Handbook of Musical Psychology] (2009)
IZBWT, FRLAZORLZME L T\ 5, ZOMBUL, ~L~r c TH 2 s ~LVATR
/LY Herman von Helmholtz [IZ#8E ¥ (552), 1920 AR5 30 FARITNT T, ZEFOLHE
FNFEEOLDHFE~EBITLIZE LTS (553), £ LT, 50 FRUTIE~ A F—D, 60+
70 FERUTITY U Fcam s s £ =x /L « /X—F A > Daniel Berlyne D EFHim37
NETVLER R A AT L (555) . 70 AL ELIRRICIL, IR B O Bk it D5 I
Pho RN E - ShD (556),

NEY w2« PaAY Y Patrik N, Juslin & 2>« 274 JohnA. Sloboda &, [¥5%

OEL CE IR, RO CIHECHEMMEDEAWR L ED) 2L TH LD
m®ﬁAwﬁ ﬁ FTRIZRD L VI ET A TH D, TOFT/MAERNE, FBROFREE ) T
ETH, KTETH, ROBALAFFOR Z &N D Z &1d7e0 (cf. Margulis and Beatty 2008:

66)
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LIEEI N N7y 7 — 5 W58 LIS Handbook of Music and Emotion: Theory,

Research, Applications] (2010b) (ZH W\ T, DESZROE S, FRIGENCE T 2 HF5E D
SR A, S<EICTIEH DR LTV D, DI LA, DERSEAST L7z SRR E
e LTHBLLIZOE, 19RO Z L Thote, £ LT, 20 AL HICIZ, HHI5T)
DAFETIEZ2 BFEVO T T 2 7e—B 21X, B EET 2 B8EEL®IRT 5 &
OB \CHR T DR L WREINDEIITRD, LnLReRnsb, ERICET LY
REDDE AR D 72 5 BOIE, FNTE O KX 0 AR 22 RS PR IC B Y | EE
HOFEPABROIFZTFETHZ LM ThH o7z (934), TR Ia=r—a i
WTOBFZEICHIZ KD DD, 1850 25 21 5l fID £ Ta ., KREMNIT 3 SDORRIZ XSy
T 27 F YL« a3—=x AnnabelJ. Cohen (2012) D% 1 MIHIZE ZOHIMICHT= 5, %
iE, 1850 D 1920 £ £ TZ W DTGB PO, £ ORI OREA 2%
#HELLT, ZAZ 7« 7x k) — Gustav T. Fechner, ~/L AR/ | T 4 )L~ JL s - T

N Wilhelm Wundt Z %615 T\ % (73-76)

S 612, FE< [{TEIFEF Behaviorism| DOFRHRICIHWNTS, BRGNS IESSR &0 D
BBIT</mESTL 2 THD, Ziud, 23— DOX5 T 2 #1 (1920 4~1960
) \Zhimb, RERRIIEE L LTV a > « U kY John Watson DA RTNZET 54,
DITFIZSI ALz L 90, fTEERO S & TIEERIIMESGITITR D IZ holzt &N T
W5 (76-78)

k& 2ATEN R OBLE NSOV 2T, WEITEERRAAZTH Y, LOXBE | AliE
P, £, BRI Vol T— bk Th oo, BEENZIDT—~vDTXTEE
felWnWH ZEaBERLL, ZORMUCEENT—~ L LTHIY BT ool
ZEFEL TR, (=T 2012:77) ¢

23— K« ¥ —F ¢ % Robert Gjerdingen |%, 60 FF LIRS, FHLEZIZEB T DT

05 @ /N— | « ¥—F ¢ L Robert Gjerdingen (%, FAMEZ2FF X /IIR LTS, ER %
KG LT 5 Z ORI O.LEFFE 2 TERGL RS & AEH.OFE%: Structural psychology and act
psychology| [7 A U 1 OF§HET#% American functionalism] [4° 3 = %/ MLELS: Gestalt
psychology| &Wo7mHHE N GMEHL L TV 5 (2002: 959-969)

iz h, PR, RRFIORE T 72 20 MBS REEN 2RO L ) Il hoTZ b &
fEfL WD (77,78),
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FELEDBILRNINIE D oo e D)% RGNSl E LT\ D, Y—7 1 7 3,
O OSRUDHZEEZRETIAME LT, v/ Y —LLEEFOu—L - 77 0%
—A Robert Francés % 2617 C, 7 v = 4L MO SIS < D OF1EM, 60 41X -
70 FROFPAEIEEL 5272 LTWD, Fio, R, 477« R4 F = Diana
Deutsch, =4 « ¥ 7 U 7 W.Jay Dowling, 7/L/3— |k « 7L /<> Albert Bregman®’
DEREDFICET B2 KT H L 10D, T LT, T0EMRE LD 80 M0
[ZIE, R ORME N —— L DRV 7 E OB LR O —PB Lo LI EN D K9
272572 EFE LTV 5 (Gjerdingen 2002: 974, 975)

DEF I T, 60 0T, A OB TEE) 2 5 HALERE T /AT S W TR L
L9 & Ltk [RRmEa) ORI E S Tnd, Bk Y22 Y v ezxaR % (2010b:

934) 7213 TR, TA Y 4 v K+ /"—2U—17 A David J. Hargreaves ©(Z J4LiE, 80
FRITITZ ORENEROIIAIC b B ICH L, FRBEIA L PEE & LT 23
MR ERLEENTOENOHE LI S TnD (h—7 1 —T A 2012:5), i
%, 80 AEARIT [RFOHEYE psychology of music) 7% [353$F%%0 music cognition] &9 &
WHIZE > TR Oz ERETHY—T 1 7 (2002:976) °, HFHEXRE LR
HUDEREDY 1970 DB 90 FARB N KA R L T2 BIFIC L 2R EBFEL
2 (2015) 8, FRb b 70 (FRCE D% 22 BAE - BALDEE OB S R <
ICEHIEIC B I AN B, 80 FFERICAD L ZDREN L VIHEICR-T-DThH D,
[E B35 N 381435 International Conference on Music Perception and Cognition @ Web
P A FNL TIREE History] OX—Y T [FRAEA) TEEHINTEBY, 70 F£RU2iE,
R RINCEREY THEROLHFPOFRHP R ARSI NI Z EPRBIN TS,

DB, B SRR, FHERR R L O ORI OMFZEE 51T, DAETR
DOFEHY » BRI EM——F RO M TR &\ o TG O il & 2p 9 —— & Bl

7 T VLT O, BER O 50T auditory scene analysis X°35 Ik auditory stream (2B 9%
METHY . T Lo EERNLRIEREDKIRIZR > TWDH DT TlEZeu,

8 B (2015) IZ X AR 2L TITRT, Ziud, ~IVARLY N4 HETE 6 DDRF
HIZXKST 250 ThD, HI1H  AHEOERLISO TZAM) 1[2h7=25 19 25 1910
HFEEFE T, BUH  FROFRRICET DHFENE AN D 1919 05 1930 A E T, F 11

W . 1— - =337 Carl E. Seashore 5 & H.0r &5 1932 005 1945 FFEHE T, H 1V

W FAROODBLHIIENN A FE o 72 1945 D 1970 FFEE T, BV S8 0HE N REE R
% 1970 DB 1990 AW, 55 VI« 528 LIS OMFERED 7 F - 72 2000 4-LLRE,
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L7=2E 2 OB REZ LT 572012, 1970 F IS8 ZB Kok, =
DOHEZRFITHE Loz, @

TRLDHEZRICET 52 O EEE L CWAHBZ U v 7 « 7 Z—7 FEric F. Clarke @ 2003
FOFwRETH, LFOX ) IcidoinTng,

FROIEOBIEOBPET 1980 FEAGIZILED | SHEIFLEDHWEIZEZ OE
HARARNHR S, BT LWHEEORFINIICE o 72, TOEMOBEL, LB

BUF5 FEHEA] (2020 FFi0bIE > TV eDZR) & Xidhbd bolzh¥k
L. BEELHZOBRIZIR ) e B 2 Rl- LgiT T\ 5,

FADFZOMZELICBT 5 2O ORI S S e L 91, YFEHERIT 80 4£14Y)
OIZ, BHFFEN O EEZT, REQIEBAEZDZ =D TH 5, 1980 ££0 The Musical
Quarterly \Z RA F 2 Di#s [ HHMH Music Perception] 2B S/ Z &b, Z Ofinifh

EHMLTNAEIICEZD, ZOMmETIE, TRMRIZONTOBES S S,
1980 2 RFD P L——7 > = Z )b BRI HA L Z L — 0 7p E——IZOW T HIZHH
FENTWDT, Fio, 1981 FEITIXH5E Psychomusicology: Journal of Music Cognition
23, 1982 EITIE R A F a2 SR 2B 07 [HEO.LHT: The Psychology of Musicl 73,
1983 IZIEF U< R A F = 3tk & B D (18] > 72 #4836 Music Perception 73ATI S 0T
%5, [EHICBT H1EE & Bk] BRI 72 1956 4025 80 W1 F TH x5 &
L TWDAREIL, EORMBF PR B RO L 7D £ TOREMEBRAES 2 &
272 %, —J7. 80 FFEMIL LA DB ZELER AT, A DB MR R RSOV T, B

8 “During the 1970s researchers in psychology, musicology, linguistics, computer science and sister
disciplines started meeting with increasing frequency to share ideas and results pertinent to a greater
scientific and theoretical understanding of the mental processes underlying such activities as the
perception and cognition of music.”
70 The Contemporary phase of the psychology of music dates from around 1980, when within the space
of about five years a number of important books were published, and new journals established. The
sudden rise of the subject came on the back of what has often been called “the cognitive revolution” in
psychology (which began some 20 years earlier) and which has continued to play a powerful role in
shaping the psychology of music.” (Clarke 2003: 115) #J& (2011: 129) IZ L HRE& B LT,
T RAFa2aDZO@mBIb~A Y —~DFERBROND, WL, [HEHDO U X LhEE] %5
L LTCHEIT T, BRIEMMERIRR LIZBEM AT —< 2, DHFERICK > THHET S s &
g oo & LTS (1980a: 178),
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72 2GR N &2 BRIV T AL AT 541 TS (Juslin and Sloboda 2010b: 934, 935), 7=, &
SEANCRET 2 2O FEE L TIIT S 4172 (Sloboda 1985, ed. by Howell et al. 1985, ed. by
Sloboda 1988, Krumhansl 1990, Butler 1992, ed. by McAdams and Bigand 1993) ,
=3Z A« 7 7 Nicholas Cook X, 1994 FFEDFHEZIRD L 51D TV 5D,

VAR, HREGE &R DHEZERBEVONEE LMD Lo IChosTERT
ElE. BV DWZ & Th D, Music Perception [1982~1 DL 572, EH 5D
USRI O b BERR A O T 2 AN HEEDN T SN D L 9 Ice 070, Fiz, [E%
ERRAE LWnolo, MEEORERN LG 2 BT RE L BT oS3 T
Wh, BT, HEROZ &G, PRI E BT, A TR 2205
Tu s T AbiThbhTW5, (7 v 1998:74)

TRbb, LI, 80 D, FHP I L OFRAEHE LR LG0T &)
ZLIZRBEAI, R4 Fab, [BROLEE] © TARBERA~OFX] <. [F¥o

2 g X— |« 7 V> RobertErickson &, ZDORFEIZ, BIE L RFEH OHEPEA R TS,
UTo—Hiz®ELTW\5,

JE D RIRD LT = VRS 235 & S AR ORI OB 2 FBRIZ L > TRL, Th
BELLE AT T L & AW T RBREOITZEIC K > THERET 2 Z LIFATReCTh D . Eiz,
K?) D ZORIETHD, TOX IR LiF, FHFELRFHOMI %w‘mﬂ’]?%ﬁ%‘”@?&
MR DL ZNZDHRITHHDEEZEZBND, ZNEEHRT LD, _7_7267
MR BN DIERER B D, 1oL 21X, PRI O RO K é . BEPD
BRI LS TMED B D Z L AMA BN LN S F %%@M@%zﬁ\%%\%m
BREHO HWEWTIREL LI HEREITS T 2857 H O E:ﬁ%%%\ Z LTHEZH L Inic
OWNWTORFAEAHDRARE THD, BRICEHT LIPS L adbs, FENLD
A tED TV HIZ I R & é%%blob VTDEZET, j@ﬁﬁjﬁ’if‘{%ﬁ%iﬁ HLOT,
fotH, B O HHHE (FBIIET /) 2S5BS NIZE 5 RbDTH
D2 LT IRLAShEND, (EaRITL 2R (1987:662) &2ZMLT-,)
It is possible, even probable, that relationships between higher levels of cognition and musical
organization can be shown by experiment and supported by empirical work with
pseudomusical models. If that is to take place, it appears to me that it can succeed only if there
is continuous close interaction between musicians and scientific investigators There are many
barriers to cross before this can be accomplished—the difficulty of communication across
disciplines, the belief on the part of musicians that nothing of value to music can be learned
from science, the skepticism of scientists about the vague and confusing terminology of music,
especially contemporary music, and the scientist’s own prejudices about what music is. In
reading scientific literature that refers to music, I have found over and over that the implied
definition of music within which the writer has conducted his or her discussion has been so
primitive, so narrow, that it could only have been formed in childhood, probably during a
period of study of some instrument, commonly the piano. (Erickson 1982: 535)
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— B THD ERFFICERERO 2B THH D Z O, RITEEDMIZ AR I3 R
LTETWET] (FAF = 1986:v) Eb_XTW5, LT, 90 FERLIEIC —E A M
STEON, 9 AXY—¢FDOHEZTFT-bEFLE L [ ROV AR=THR] PThoTn

(Gjerdingen 2002: 976)

1. 2. 2. BROEZFHRBICEITEZ VIV —-ZBOBEH

T, ERLDEAIBIT DA VY —2FOMEE 3 >0 5—— (1) [FRIZBT 51
B L EW] MY OERE, Q) A Y —OEEROZFEROMBL. 3) D45 AR
(LEMT— MR L2V, 7. [ERICBT 2158 & B] SR OB b &
FRZENDND, BROLETLTEEEDY OV E OB LD, ETIEEN L 2 E

TDHDONRNNTES S,

%<®ﬂ%mﬁ%%m@%%%%mﬂﬁbfﬁ@(MM&mn%zmmmn%zmwm
1957, Beveridge 1958) . HICITHaET2HF LW = Z En¥bnd, BRIz, #lxix
Journal of Music Theory \Z¥e#i SNTcT AV 4 v K+ 7 L—= B 2—/L David
Kraehenbuehl |2 X2 FFHIKRDO L O IZFA LA TWD,

Y210, MRlE, HEZR, HREL2 AT R TOPECHEN DL REEETH
D, TORIFE, ZLORILLESZZ—F T, BERIZOWTORENTHHZ

HERORBBAEYT T I—FWfIC L, [F50] 7 — 2 EEROBGRE W
5. BRI & RO SN MR T D IR e O e A g e, T

Fo, FFmchh/ Lo, Vs Avy 7« H—T =~ Winthrop Sargeant 28 The
New Yorker \Z#FE72#EEF (1957) b, R ZEBIICEHIT 2D TH o7,
— 5T, FFITH L THEN RN Z 5 2 2F b0 h b nWis, BRKEED®HS

Music Library Association DZEFIFETH D Notes (12 &) 2L, LEZEOFEMEBEFT LT 7=

PR Fme RO L,

74 «“Altogether, it is a book that should be required reading for any student of music, be he composer,
performer, or theorist. It clears the air of many confused notions that have hampered the development of a
realistic and useful theory of music, and it lays the groundwork for extensive studies in the basic problem
of music theory and aesthetics, the relationship between pattern and meaning.” (Krachenbuehl 1957: 112)
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JYF % — R+ b/l Richard S. Hill |2 L 2 EFENEH I N TV D,

%< OLEEET, BFXOBEEST-EEE— TR DESEO 8 TIEH & iz,
T e a7 H LT =T 4, VoA LR w—TNLDEEIILL BF
ATE] [x] N HHEFEIZZMNNTZTEAD, 203 NE, HEMICHI T &

LTHHAWREY EhbETHY, 770V« HT7HEINN a7 hERVEZ

HuaA MR, ~A Y —FEER a7 hHHNET 2 20 LELE
[77—A K« R=LTHERE ] 1ZEBLWMIZIZ o7z 2 E&2RIBL T

b\éo 75

ZO—HTEABEMLTND [HHFEFE] LWIHDIE, A Y —MRE-> o LERFO SR
LPFEA TR E WS Z &Y, %, EENBANLEFELZBEL TS FU —

K« VU w7~ Edward A. Lippman & F£ 72, Music Quarterly |23 7= EFFOFR T~ A ¥ —
OB 2 MR ORI S 2 EHICHE L T D,

L LABG [~ Y —0] MUERZRHHIEH £ VB 28> TR, v
IDL, TOFEEFEZBL TYA Y —RIFFGFETEOLNHDIZLOE R LTV
BT H——7 OHIRIZERLFOFIRICB N THEMNTH S, LrL, O
HFELHERNG BT DRADEZRNFOE L, REAZEDRI THLH L)
ThHoH,

HE[E D Music & Letters \ZH#E S N2 E GFEA IFA =2 ¥y VO LGEH) TH, v ¥ —

5 “Most psychologists would have recognized the fact from the pertinent acknowledgement in his
preface: “In the field of psychology I have obviously learned heavily upon the works of Franz Koftka,
J.T. MacCurdy, and James Mursell.” It is an oddly assorted trio at best, and the Freudian confusion of
Franz Kafka and Kurt Koffka may be taken as indicating that Professor Meyer is not on a “first-name
basis” with either Koffka or Gestalt theory.” (Hill 1957:254) 27 B3 v o Z v FLBFEE | <
O =T 4 TR RO R, ~— VI E RO - FRAE R E L LTS
% (Forrester 2008, Silverman 2012) , ~—tk/LWEam v BT RETHMLZH->THY | v A
Y — bW DA 2 T T ATREMED BV (Gjerdingen 2002: 971)

76 “This sweeping condemnation is not very convincing, however, for throughout his book Mr. Meyer
refers only to writings in English, a limitation that is damning in the field of musical esthetics. But no
detective work is needed to reveal the heavy hand of the amateur in both psychology and music.”
(Lippman 1957:556) 7+ LA L -~k FEERYA Y —OFI A HGE L7272 5
. N BN E TR TRV DL HRTIES S Lk ~T\% (Hansen 1967: 192)
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OLHEFREGER A [REY inadequate] LA S, T LA RS TS (H
1957), F7o, [EHICRE T 208 & BW®R] ICHERNREFIMICOHRET D2 LN TED
(Raynor 1958),

LRI U7 ERE Bk, FATHEE, RIEDRSFTHEENLTWE—FH T, ZAUIx+ 5
AR DESFEE T, ZIRICE > TWEZ L bnd, Lo FERIEHROVE DI
~A X — DL FEHI RO MEIZH o7z, ZD7D, [FFIT, EX0EFITBIT D508
il L CUIREHWREL TWho e Z RIS D,

TiE, 20 [FERICBT HEE & ER] 120k, FROEFOFRKICBW TS
SRR Z M S T= D, Z OBBLE, BRI ADDOHFEFIZ K- T, flHICTIEH 2 237R
INTWD, flziE, 2R Ui, BFO X Ik Tn5b,

~A Y —OHEGIX, BENRHVIFFHRIN—FHT, BELL ZOMHHREMREET
LEOREDOENT, EERIZIZH E VL OMRICHEEZ 5 A TR -T, %
EORIE, BRD 1L~V [w~] T, 2L ORRLEHOFEELHT NG L
N (ZLT, IRHOHFFIRIREIC L > TRR 200 LR, Th
Z. BEEE DI L TRIGL TV DO E IEfEICEMR L0 TARLIEV 752
EIFEEL VY, (V=AY v 2012:122)

[ERICBT 2EEEBR] (X, ATIEEF L, DEFERRIEZR T Z L3R
12D ThD, [ERIIBTLEHEER] 25T EFREFBOMIEN. Mo KE/ e
ELTLbER SN TE LT, HBCYRECIIINZ LI AT > Tz LR 5
% b &% (Juslinand Sloboda 2010b: 934) 77, 7=72L, A Y —OFMEX, Y—T 47

7T FA Y4 v R+ ta—n David Huron (3, [EHIZET 2 HEE & EW] HRCERF ORI
DVTRD L S IZFRER LT D,

AV IRDERICE O AR L TWER, BEICTE D X9 RBELGDEFAIE
PEE A EFEEL TORWENIC, [ERICRIT 28 & Ek] 1335 Shiz, 525k
1)« HERAEI R 2 IO 7R R T 2 30EkiE, [2 2] B HFoMIcEHIn T

7

Despite Meyer’s interest in psychology, however, Emotion and Meaning in Music was written
at a time when there was little pertinent psychological research to draw on. In the intervening
decades, a considerable volume of experimental and theoretical knowledge has accumulated.
(Huron 2006: 2-3)

VaRYrbk2uRY Flba—wroOFRE DR TINESTVWH—F AT — &
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N X AT 60 - 70 AR, AL FHENRTWE (2002:974), F7-. X7 Mk,
AR ZOERICBWN T, TONRIIRAICZITANON T2 &N TS,

W [~A4Y—] OoFET /N, BIO, TR EEEMTONTEZFOHOET VL, &
BN T DD G % BET D ERFHESCEGLO BB E L 5 2 55, ¥-o<
D&, L LAEZRICEROBMEREFZICZIT AN TV STz, 7

o, BFICE DMK T, v Y —04NL, [FHRICB T 2168 & &Ek] 23 HR
ENTz 50 FRTIEZR L 70 FERLIEOHIMICFE STV D (2015:8,9) 7%,

80 AFEARITIZ, BEICAlAL7Z L 91T, FEOBFAIZEBN TV OO BEE R 08T LWV
FENATIE N T, REMRBNIE, [EROLEEZ The Psychology of Music) <045
Music Perception D3 28\F Hivh, AT REIE, ZABIZBWT, v v —b E - EE K
FERZLTNTZEWNWDS ZEThD, [EROLIT] 1T, DEFEHENA—r - m AT
— Burton S. Rosner & OILFEMFIEMNULD HITIE Y . Music Perception TIIFREDOE VY %
LTz, 207D, 80 FRAD, A v —IFBEIC, HERLHEPIZB W TARIOH D
NI FEBRFREDOOE D LRIV TN EEZ LD, AaRF L, 1985 FDFEE
T, A V=% LT, MEIHALNI, SHOERFEHED I b bR o7l &
DTHY, KHOLDHEFICHLNOE D THD | MR TND, £z, ZOREHICIE
— & — + &7 ¢ Peter Kivy DFE (1980) (Zxi4 5 EFHIC, [E4BI1F H158) & &Ek] %
EHRIGE O A HAIIE & 27235k b o722 (Wilson 1982%2)

ORI BHEEN 2N L2 EMT D2V a R e AuR AR LT, ba—arOFERET

I, T T L BRTELMIER ol EnD W, el Lb TERICBTLEH L E

W] BNE L7eiR A ThH o T8 T—HLTWD,

8 “His model and later models, connected to him, have received a slow but steady appreciation in the

cognitive neuroscience of music, influencing study designs and hypothesis development for assessing

brain responses to music.” (Thaut 2009: 555)

PINHERLLEDED L, SOFEMRIIYA VY —OFREFDOHFICOELHRTLTD

AR o> & v b OfEdE (2009: 555) (ZEEDLNHDTH D,

0 #hRT (2010) 13, TEF LV THLZOROFE [FRICHT D158 & BIR] (1956) 134

DTSR b LEFHEE DR S DT, 4R%ROGEHOEFIIE @%Et%ﬁéhfwéj
uw)tbfwé LU, [AFE 80 AR LI, B A & LTokEZH RERE

LTHY, BBOFRLHEFMEORAL HIND ] LWV IHIRBUL, W& é D REERAD X D

b Z;’)

81 “[H]e is clearly one of the most influential and psychologically well-informed of contemporary

musicologists.” (Sloboda 1985: 65)

2 ZnE. EHEOMBDIRY , [FRICBT2HE L BR] 2L BAT 5 2 FRICREWANS
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~ A YO ENEE R A FEET O LEEIF N R SN D DIE, 1990 I A > TNHED
ZLTHD (Sloboda 1991%), F7=. 1980 FKITIE, v—7 » 2 <7 T —MarkA.
Schmuckler 73, ~ A ¥ —OEEFHITH SN T, FRAVWIFHZBIT 2 K7 FBRIFE 21T -
TV % (Schmuckler 1989),

21 2T /e 2 & [EEICIH T 218 & Jok] 13, FREEICET 2 HIEEL LT
IR BTe S3ND K D172 D, BlAIE, 20 #AIZ 72 SN2 E RGBSV TOLIFEFFED
HERKEDFE 2D [HHEIEE—I5 & 9 Music and Emotion: Theory and Research]
(2001, #E [MEZREEIGOOHF]) @ TEiEE Acknowledgements] Tid, 1950 FEARIZ
BITLHLT—F A v —ONLWERKIT, BEENTOHAMEN TN, AEOIZTE
THMEILT 2 ChH D) ML s, EBRIC THL classic] &FEENM S LTS (Juslin
and Sloboda 2001: 18,2010b: 934),

[EHIcB T 2EB L B 1% Td) o4 H EoNEM T 252 b b 721
Tix72V, ZOHRTREAIAFEIRmRIT. 4BV THDRP o THIMELZREFL TW
%o £DUVE 273 BRECVEM £7 LV Th D, UL, SFEMEHAMA S 5405 LR A
= ALIHONTOL AR TH Y | ~ A v =M U7 B 2858 O S5 BRI —
—Tbb, BT D EENERIIKT WG b ORNAMEE A RS EDL, WO E

PLEIOR LT [ERICHRIT A8 & B oRBROMEBIN b5 Z &1k, 48,
EEROHTY, R EREENICRT 20 ) & LTASAbLN TV DA T —DF
HES, HRCY RS IIN T L b mWEHE O A 2572 Tldigd oo Z &, 7223, 80 4FHH
(ZIFBEIC TR EFEER, ~ A P2 E RO PHEIT O A DM BN EE DL Y
TholeZ e Thd, LNPLRENG, ZOX D RMBNE DA TIE, [ERIZBTH1EE

7225, BANOENE, [EREZROT AT 4 7 ) 1267 2 1968 FFOEFTH S (Sams 1968),

ZDRNDOFNZSN T, AP THLHOTERT D,

8 20 RFOZOWETIE, HBREICEREHE T, TUS X o> TE U H RN KR &0

%Eéhfwéoit\%h%@ﬁﬁﬁ%@@f@%ﬁfibt@ﬁﬁ\%@%ﬁ@%%tﬂ

JIESHELNTWD, Z LT, HEMENAE U0 <R3, S EORE - SR

FEEINDHFTTHLH L LT, ~A Y —DRMGZEI/THNT T D 2 05HERE L 72 & sl i T b
(Sloboda 1991),

8 “Leonard B. Meyer’s brilliant work in the 1950s is the foundation on which almost everything else in

this book rests, directly or indirectly.” (#5244 2001: ix)

8 BRECVEM & %, AXERSL Brain stem reflex, U X A[EIFH Rhythmic entrainment, SIS

fHiJ Evaluative conditioning, {54 Contagion, 51 A —3 Visual imagery, =& Y — RE0{i

Episodic memory, & 31917 Musical expectancy O EE LT & W71 D,
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EEIRD L WU, BRI WD R 20 b T L oL CE DN EHE L&D Z L 1T
TERV, ZOZ &R, FATIEICBOTGEIR S BEARNICITGEm Lo T I o7, £
DIz, TOFHEMAZMD T2, FZF DR S 80 £RFTEE TOMIZ, EDX o7k
SR, EDX SO F T, RERBLIO~YA Y —OFEBNEL - kSN TEZon
ZMRERNCRE T D MENH D, Flo, TNICK - T, EROHEFENEEL R 5 E ToWl
. RBACROE IR WL S D £ TOMBEE, TiE, EROOIRE L I O B
DEEBIZOWTERETHTEODOFRN 2G5 LINTX 5,

1. 2. 3. SR OEPLEREROBFREVNRE LIKTHE

ARETIEL, A Y —OFEROHERLIZRIBEOHRIL BT, TNEN LIZ gL L
TS OBUR DO LA BEIZOWNW T HEET 5, MEkOBIR I E S22 T e Thrse
IR 57200, BRIEZF D S DIZHOW TS B ESR O SR/ IFEE L TV D

86
o

fEdiZF o/ x— 1k « =Y 7 ¥~ Robert Erickson (I 1982 A2, FRALEREIC Lo THHD
BT 2B ARWA SR Y | EOMREKICEEN 2T RERNERINDL LN D M
TEIR D EFRA) 2 BRI 2 HERIZIR R LTV D, T, SRALERICBIT 2 AE [E%
OFMEIZEAT 2HGmAEREINDL LR THD (RETH D)) &L, HEG7ZR s 3R
WS 272D OEN TR ERItT 2 2 &2, BHFEOMifEzRd 5] YEFTL LTS,
B 28 2 H1F, TEROET & EAE

Theory: Problems and Prospects| (1995) &@BEIN7-F v 1L - 7L AN AL Carol L.

Krumhansl O 32 H A 505, Al BT, T AT ONEERET LVAESRE
. FHEA OFEEEITICET 257G 21T o 72, RO K DTk, HFERROHS L 53

HER A E R R LS 5BRICH D & LT D,

S Z ORI BT 2 A S OMBLL, 7 ¥ A - A v V74— Adam Ockelford (2009)
(CFELW, KIHD, ZomBICA I T b,

87 “They [=the findings of cognitive psychology] are (should be) the substrate upon which theories of
various aspects of music can be erected. [...] I see the value of science as providing the substrate of ideas
upon which a proper music theory may be erected.” (Erickson 1982: 535) =4 ARIZ L HFR (1987:
663) #ZM LT,
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OHEERRTREIZ T AT B, FEERASCERICERIL 2 B 28 R 2R 1R =1, B
(BT 2L AFIEIC E > TH AR TH D, T, LLEE] EEBROGE R B
HIHER A Vel L. PR 2R Bl 2 124 L. BRSO TERITH 2 0B S 2 fif
Aozt bvdbviis,

L2 L7226, o, Zos|HICkT T, B30y L B0 B, HEEE. 4
BRI > TWAHZ E L EREM LTS (80), fliict, £ < OFFEE N, W%
BB ENZENTLIFMTHLE LTS, 77 =718, E3EERO BN
FHME T D D OITx LT, FROHERIIE R E RO LI OB L 7R S1cb -
TW2Y, ZL T, ZOHOHEDZIT, MO AT —S & T 588 -
T — X OFLIR T IEAT A EHERFE R LT D D) e E——TRSIBRAE LTS (Clarke 1989:
1,2), EHIT, ZOmXOFERTIE, FHOREORVERIC K - T, BA0RE L 3
HORFEA R U K 9 ITHEBET D L RS C L E 5, B2 DAY FE 23 K 8L 72 7B 2R B

ERRRENTLE S, ARG & i EOBIRMEFR SN TLED . EWo7z3 DDR]
BRZET b TnD (11),

7 w7 b 1994 FE0FmE T, HEMNFEM L7 OEEFEER (Cook 1987b, 1989) DfE e &4
ZHLOD, 77—V ORMIZERLTND (7 v7 1998:110), £ TiE, flziE, &
FHGROEMIT, ARARVBRLZLICHD] LI RFbERIATND (107), 7 v
7 DO Z DB NI BTz [EROFEMLEY: Musical Perceptions)]] OfFE DV X « 74
T 1w RitaAjello (2 JAUE, TOmmElE, EHEEGRIILEZO IR THLNSZE W)
BRI AT b D Thodz (T4 = 1998b:73) *, F7-. BIOFETY v
X, EBEHEERD CUBKFRTH L LW I \T) FEITITARNE FER LI BT, [EZ
DOFZHFZILOHEEECHSRZEOHFTH Y | TEERFOHFTITRV & EE

88 “Music-theoretic proposals that are oriented toward psychological issues and informed by the

experimental literature are valuable resources for the psychological study of music. In exchange, the

experimental results can serve to refine the theoretical proposals, offer complementary techniques, and

explicate the psychological foundations underlying musical structure.” (Krumhansl 1995: 79, 80)

¥ 77 —71%, ZTOMLTERICIE TERTE & 1FiiZ musicologists and composers| & [F 34

DL psychologists of music] EWVWHFWHELTWD, 7272 L, v o7 4+— Ry 7

77—/ DI ZToORlE, FHEM L EROLEFOMRE LTI A TWD (Ockelford 2009:

541, 542)

00 TR —MRIKT D7 v 7 D ZORGE & FHEO S DA, MOFEEIZ L > T, v~ F—D
[EFRE2HAT2] I2bmT 5 T2 (Tormey 1975: 352),
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L. WfESOMHEZEHAL T D (7 v 7 1992:298) 7L,
T, HEREML TR SV SiE, MEEROBERIC OV T L5 26 OSEfTiksE
CBIER TH 2SR E LEbOTIEHARNWI L I35, 22T 80 AERLIBDO THA T H
V. ZRLUANZET 2B H A afE - MR L T2 b0 TIERWNWZ L TH 5,
A SCVERZ Y T TV D HIMICE B L2 BATHF R R S 72 B 720,

1. 3. AEWR

ARETFHEONZIH Z, ~A v —0 [FHITRT D8 & FE%R] 25 H1T S iz 1956
D, FHRB & EOLBRS O A & 72 B 2ERE Music Perception AT S5
AITAE 1982 FFF TL L2 BT, TOHIRIC, KEIZE W TAIZ SN TV ERLEER
DR, FEEHEREE O RS IR S e~ A YD F M - M AR
ST B. U T NVEEHRT D720, RAERAZ REOFNEEC L IAT TVWD, i
T, YEZHIBNICATI S FINE S FTEERRY SR Lo, AR & LA i3 T

WY ThHD, CREOHNFECITT AZ Y A7 24 LTz,)

[ 5.0 P B ]
« Psychology of Music*** (1973~, PM*?)
« Psychomusicology: Journal of Music Cognition®* (1981~ Pm)

QWSS SPL
- American Journal of Psychology®® (1887~, AJP)
« Psychological Review®® (1894~ PR)

N BRAHT, 7y 7IiE, TNHLOWRBIZBNWT, L7 X —NLETy v RT7REICE D5
il & EHEEEOT T o —OESE T HIChlz>T, BHOEREXFTHE0DL LT
RAF—bvA¥—D 1986 FOLFEMIEZFINT VD (7 v 7 1992: 94,1998: 87),

2 %l DEREHE LPFE The Society for Education, Music and Psychology Research (Sempre,
AT E SO - ﬁ%ﬂlﬁ?%\ Society for Research in Psychology of Music and Music
Education) O#ERHE,

% KETHWDIES, MOFPMESICf S b Db IRk,

% 1981 HEDEF R TOHMITIX, AT 4 —T 2 « F+ A—RAF ¢ NI K% Stephen F. Austin
State University, £ D%~ v U XN K5 %E%L‘IZ > % — Center for Music Research, Florida
State University &% C, BifE TIiL, *E'L‘f@ 2% American Psychological Association (APA) 7>
HHRENTWD, £/, BUTORIEIT rMusw Mind, and Brain| & 72> T 5,

5 AV A KEFHIUR University of Illinois Press 7> 5 AT,

% SKELHEFESOBBERED O E o,
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« Journal of Experimental Psychology’’ (1916~1974, JEP)

- Journal of Experimental Psychology: General’® (1975~ :G)

- Journal of Experimental Psychology: Human Perception and Performance®® (1975
~. :HPP)

- Journal of Experimental Psychology: Human Learning and Memory'® (1975~
1981, :HLM)

« Journal of Experimental Psychology: Learning, Memory and Cognition'®" (1982~ :LMG)

* Journal of General Psychology: Experimental, Theoretical, Clinical and Historical
Psychology'* (1928~ JGP)

* Quarterly Journal of Experimental Psychology*'® (1975~1980. QJEP)

* The Quarterly Journal of Experimental Psychology Section A: Human Experimental
Psychology*'* (1981~2005, :A)

* The Quarterly Journal of Experimental Psychology Section B: Comparative and Physiological
Psychology*'® (1981~2005, :B)

« Annual Review of Psychology'® (1950~ ARP)

« Perception & Psychophysics'”’ (1966~2008, P&P)

« Cognitive Psychology'® (1970~, CP)

« Perception*'” (1972~. P)

[ 2 PR B ]
« Journal of Music Theory''® (1957~ JMT)
« Perspectives of New Music''' (1962~ PNM)

T KELEEFEE D BN, Journal of Experimental Psychology D& MFEIZIT, AR E L2
D DM Journal of Experimental Psychology: Animal Behavior Processes (1975~2013) 3% 5,

8 KELEEFEE D BN, Journal of Experimental Psychology D& MEFED O E o,

9 SKELEEFEE BN, Journal of Experimental Psychology D& MEFED O E o,

100 SKRIELLERES I AT, Journal of Experimental Psychology D% MEEED ONE D,

100 SRIELDERE S AT, Journal of Experimental Psychology: Human Learning and Memory D%
HEGE,

12 AIFREL 7 7 — 27 REPHMUE Clark University Press 735, BUEIZ~LV R L7 « X7 Y fr—ys
3 > X Heldref Publications 7> 5 AT,

103 e [E D SEHR.O B2 Experimental Psychology Society D& RHGE,

104 SR PR ORRRERE,  Quarterly Journal of Experimental Psychoogy D% fkiEDONE D, 4
\Z. The Quarterly Journal of Experimental Psychology Section B: Comparative and Physiological

Psychology & TG &4 T, The Quarterly Journal of Experimental Psychology (2006~) & 725,
105 SZRR O ERES OFEEREE,  Quarterly Journal of Experimental Psychoogy D%MEFED & D,

106 7 = 27 )L« L 22— X% Annual Reviews, Inc.2> 5 HHIR S IV TWAERD 9 B, LERGE
WAEXRE L2 D,

107 LEREFE4S Psychonomic Society DEERHZED & o, #hAkEEIX. Attention, Perception, &

Psychophysics (2009~),

18 753 v « 7L A Academic Press 7> 58,

19 BIFIRF T Pion #1725, BUEIT SAGE #1:7» b AT,

1o AIFIRHE, A =— L KFEEPT Yale School of Music 726, BIfEIE A = — /L KB HEE

Yale University Department of Music DXfEDH & 7 = — 27 KFHifJs Duke University Press 7>
SR/

U AIFIRER, 7Y A R U KRFPHIRUR Princeton University Press 7> 6 A,
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« The Music Forum'? (1967~1987, MF)
« In Theory Only''® (1975~1997, ITO)

« Theory and Practice'* (1975~ TP)

* Music Theory Spectrum'"> (1979~ MTS)
- Indiana Theory Review''® (1979~ ITR)
* Music Analysis*'"'7 (1982~. MA)

1982 FELLRMZ AT SN 7o F 2BV A BT O FANFE I 72 < . AWFFE TR & Lo b Dl

2FRICH E D, 1982 FLARIT, BEHZ R E LDt O FfGa 0T, BRICRE S 220
DHLEEBE ORI c B STV k5 Th D, ZD7n, LB FA
HELHENRICEZDDNEN DT, EEROHEFEEO G O &5 & LEFIZET 5
IS, EEICTITEN TV D, AR TIE, 1982480 KA F =i [HROLHT] (2
B S NTAMEBIZBNT, 2B RE LTHET N TV DL OEHEGEL PO, 956
AR E Lz, BREGmBEDOFIEE L LTE, fRHEANICTiTEnh TWeb D%
MEFERZIRA TG & LT s,

12 2 p o B 7 KEEHRR Columbia University Press 2> B R EHIIFIAT STz,

13 327 B AR 2 Michigan Music Theory Society (Bl 377 2 FFEH #52 Michigan
Interdisciplinary Music Society) DO#%BH5E,

M = o — 39— 7 FHRIEES2 Music Theory Society of New York State DOFEESRE,

1S oK EE L 2 OB EARS,

o 4 T 4 TFREY = A 27 XEFHPE Jacobs School of Music, Indiana University D& D %
L AT Tﬁ‘j(%ﬁﬁ}i)zj Indiana University Press 7> 5 AT,

N7 BE OF R H2 Society for Music Analysis & E”QPb D DIRNVEITES,

= VWS A5 | Lt%fﬁ?fﬁ AT S 4125 LR, 'L‘EE% ﬂxﬁ)%ﬁfﬁf: T T2, The
Journal of the Acoustical Society of America 75 &‘I%;ﬁ@%ﬁf;b (2B 2 LB U e
STV, 72EL, Zbid TEE] Lo kv TE JW Eﬁ%%wt%®1ké
LEZ DI, MENZRNDITE W, — T, Nature 72 £ ODﬂ%;u ?F%%i SINTEHLOTH, &
BICEET 2 DEFBE OGRS AIRER R D 2 LT\ 5, MG, [F) & ﬁz%l DS & 1A
E7ZDS, ARMRZE I Thedt) TRnrs) TERR) [ERE) 70 SERICHSRT 2SI L T o b
D% THEH] AT 2LEFOmE L, %ﬂ%@*ﬁ% e VT R k‘%fﬁ?ajﬂg;’i’it
LTHWTWDIIRZ 1] &2NE TR BT 2082050 & /e LTV D,
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1. 4. (DEZ - SRDEBEZROZME. SRERBROFMETOISVP—AOEK « @k
1. 4. 1. DEZFRESVERDEZROZMETOVA V—\DEXR « #HX

#£1-1 BLOFE 122121, DEFERB L OEROEFZOFRSICHER SN~ A v —IZ
SN AT AREORKE R LTWA,

= 1-1 DEZROZMHICEITDYA VT —NDOEK - wmKELEDB/HE'"

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

AJP |- - - - - - - - - - - - - -

PR - 1 - - - - - - - - - - - -

JEP |- - - - - - - - - - - - - -

JGP |- - - - - - - - - - - - - -

oJEP |- |- |- |- |- - - - - - - - e -

ARP |- - - - - 1 - - - - - - - -

P&P 1 - - -

9 F1-1IZH E L BR it iz oW TE, Mk 1 222 b, F72. EFH OIS IXRiE
ROz L, (IMGIX. (HLM OFICHES L T\W5,
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K11, R12000005 L9118, 60 FARETITYA ¥ —IZF K& LI D FREIZ B
TOTNIROAL LY B0, LarL, 70 FREFEICIE, FELE OB

RERAITISNTZZ L b Ho T, MAICERINLHESBEIML TH L, ZOHEMNE, 80 4
RADIZEBIT HEROHEFOEERELERT LD THLHEEFEIZLHLTELHEAI, [H
BIZBT HIEBE B BFITER TS 202K 1975 FEICE-TH, v A Y —IZF
KT HFEEN 10 KO UNRE LR EiE, AEFH2HICHRALIEZYA Y —0OFH
MO FIMFEOMBIEZE ST LD TH LD, Mx T, RICFELEGRX - @wsid, B~
LAY —ICELTHLOMELAETHDL L AR L TEL, (RAY—ICELTHRF
DTN L, HRICBET 2 LB O RN DI & L B EE LT D L HERI
SINBP,) BB, RAFaF T ) 7 bnolz, JIFOREFE 2 E IO O
REDOFHLIH~A T —~DOF LTG5 70012

iR, b ETIIUR, EE L TR > TW LR O 2% BB R HRIE LT O
Thd, [ma—rm—UFERERHER] PRICIE, T~A v —OFERIE. 1960 R D
T AU HZBNTRBIAS ZITANONIZERBICOWTOH TH T2 Pedhd, F
o TEREEMETAT 4 7] 1220 TD 1968 FEDOEFETIE, < b [ classic] &
WO FEN [ERIZBTAEEIEBER] 2 L THOWSLR TS, ZhbnZ &b, 60
FERITITREZ, v P —oEERIVASZIT AN TWeEEZbID, £D2H, K
AFaRF ) T~ A Y —DFEFELZT A TWTCATREMEIL S A AR TE 220,

RUEZ DGR LR Y C, (DB RO PG S o B RICE T 2 %EIEL, v 1 P —ICF
MGk T ob0ER L, 60 FRETIZIOAR, 76 FETITIEIHIZ2S RIZHED

([Wortis] Paul and Staudt 1958, White 1960, Wortis 1960, Krevelen 1963, Shatin et al. 1964, Korpell
1965, Koh 1965, 1967, Butler and Daston 1968, Deutsch 1969, Bradshaw et al. 1971, Dowling 1971,
1972, 1973a, b, Deutsch 1972a, b, 1973a, b, 1974, Handel 1973, 1974, Bregman and Dannenbring 1973,
Sturge and Martin 1974, Siegel 1974, Deutsch and Roll 1974, Stech and Machotka 1975, Bregman and
Rudnicky 1975, Heyduk 1975, Koneéni and Sargent-Pollock 1976, Kubovy and Howard 1976,
Dannenbring and Bregman 1976, Sloboda 1976, Cuddy and Cohen 1976, Rostron 1976), 7272 L. J&AK
ANZITRATR IR R SN2 DBEER U DWW T T —~ Z LIl % Annual Review of Psychology
X, 2 ZTIEEFEL W eW, Annual Review of Psychology Tl 1959 1967 . 1976 A,
1979 b BHADF MDA DD, Fo, ZTORINCIE, Nature |26 EHRITET 2 05w
IHABEIN TS (Longuet-Higgins 1976),
12 EHRTOWE 121 5RO Z &,
123 “Meyer’s was the most widely accepted account of music in America in the 1960s.” (Sparshott 1980:
245)
124 “Leonard B. Meyer is renewed for his classic Emotion and meaning in music (1956).” (Sams 1968:
631) FEEVMHERTEMY T, [EFRICBTLEE L ZH®] 28 i) CRAEShD RS R
WHITH %,
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N=F 4 Oia# (1957'%) NLEFHIRICE N T A Y —ICE KT 2 RMIBO%ToH
L0, [TBEZICHT D168 & B (T3 5 HRFO LR 705l &2 FHV O A D 72912
ZRUTHEL 1961 FDF ¥ r)b « 77 > |~ Carroll C. Pratt (2 & % Annual Review of
Psychology ® 3% Aesthetics] DB IZHIT O TO—HNEETH D,

(R ] & [REEINOMIEE] 13, EHEAORENZ LETE D LRI 2
Z L DRV BRI BIZE > TV D, T, O & D57 S L=l
N D, v~ ¥—iF, [ERICBTEELEK] o<, FRICET 257
%, B2 OB SO O EI R IR & RO T TV D, 2oREIE, [ZRb
DHFEEFEONDIT D] F—EECOEKE L THESNTE T, !

TITE THRESNTEZ) 0L LT, [ERICBIT LEEE W] BEANIITEE
NI Z OGN TNDZ ERDLND, LnLRRb, b ETEND B COEMR
EINTVDZEZEELTEI RO, Thbb, FRELHPAICET MR EZEOD

G AWRIEA TEE B ICEDITIE, S HRLOFAE - ER - BEP/MNETHoTL SN T
WHDThD,

FEEIZKRIT 2 2O L5 725, 60 FRICHENT, HORELGIN TV TIE RN
MEHERIND, LVHDL, vl—]k - T2F ¢ Robert W. Lundin @ [F3Z2-20V\C
DRI An Objective Psychology of Music)l % W (1967) 2B\ TH, <A ¥ —D
EEGR, RS THIRFOBERIE, REEFGRR L T =2 V2D SO TIER< . ZDNEEDH D

MEZNUCKITT A EGRIZ I N b OFEBRICER LN TS T IR TWE L Th D,

B ZOmBICENT, [ERICBTEE L E®R] 3. Z<EBIENICEE->TW
é o
126 «[...] they approach their subject from an angle that ordinarily offers little direct assistance to the
psychologist. There have recently been one or two outstanding exceptions. Meyer in his Emotion and
Meaning in Music combines musical scholarship with an expert knowledge of relevant psychological
literature. The result has been hailed as a contribution of the first order.” (Pratt 1961: 83)
LR, 22T, A Y —0 [ERITBTHEEH L BR] LORET THEH LGS &L
TELEINTVWAEDIE, =)V Ak« 227 Y »F Emst H Gombrich @ [3E47 & %1% S il
MR BL O DEREWINFSE Art and Illusion: A Study in the Psychology of Pictorial Representation ]
(1960) TH D, vAY—& I 7V v Fa2BlfT o5mbiE, MCbERFELTWD (7
v 7 1992: 176-179, Spitzer 1997, Byros 2012: 327) ,
127 < ..] the concept of expectancy still is entirely at the theoretical level and remains there for future
experimentation to prove or dispute.” (Lundin 1967: 179)
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Fo. I OFHEL, [ERICKIT H1EE) & BEWR] 1Tk 5 M RO .LEEFED b DFF
s, HET MR L LTOMEZRD DI E STV Z &b EIRLTNDE,

70 AERLABE O DS « FROHBIRICHB T 5~ A YA E B & WOFERD D
b, HEEBGR, 72 20 POHEICES S EREART A—F O - RENCHET 5%
W EERERRREDN D OIBRESEE LT BT, HRICERINTWeZ EbaD,
ZLT, ENEIUL, B STZFRRERD Z L1225,

PEEDOFANEEN BN DLDIL, BHEIFECEHT 5~ A VY —DORMPIEK - kI D6
ENT0ERYIONOLHEAITHIML TN NS ZETh D, FlaiE, TRABFICHETS
FIETHOENDF—A « AT v 7 Keith Swanwick |%, FE& FOMRFHOKEI L &b
2, A Y —OFEREBRHICS K LTS (Swanwick 1973:12) ', flllcd, BHO TR
EHERT DI H T o T~ A Y —OFREB G & M ERN T 5, KEORMRIET v =
— + A h— Anthony Storr D5 b L2015,

VHARFOLVF =R - v A =T, [FRICBT2EBEER] ik T, [F
EAAMZIRTE L, £ L TENDL ZME L, BE)QOBEEEOH Lk e 726
T [Meyer 1956: 23] W o #Ematr Lz, [HHE] UL, EEMERIZEN
I ED O TIERY, FEEOMEICHEHD OEmA ZIE TRV TELLLD L L
THREZTND O, EREEZLHEMEBN THL LW ERETHD, ¥

I BT, 1976 Fi2ik, EEI Frvkevy 7 A« KU T 27 =7 Middlesex Polytechnic T 2
firo>.LFE%: The Psychology of Arts] & WO BFHOBARICEHD > TWe s VA N7 7— -« 7
J — Christopher Green &, v A Y —OEFEEFHEHICT L L TWHB, Fo, 1 HOAT

B AR TIEE R LRV, 60 FROLEHFRDFIFE BN TV A T —IZEL LTSS
IOEODOHEFITIL, 72/ MNEEBIKIL L 72U XA - R4 — /0)/\kﬂﬂj<‘: B L T~ A1
Y—%5IHL T35 (Royer and Garner 1966),

2Ty 4y 7, MORmEITENTH, HIFORENI OV Thin C7MiEs & LT~ A v —
DAFTEZET TS (Swanwick 1975 18),

130 “L eonard Meyer of the University of Chicago advanced the theory in his book Emotion and Meaning
in Music that “music activates tendencies, inhibits them, and provides meaningful and relevant
resolutions”. [...] But there is more to musical experience than this. What I think has been missing from
the argument about the nature of music is the fact that aesthetic appreciation is itself emotional.” (Storr
1975: 12)

BLZ Y=V v A Y—OERE DR L ) EFFATHRS Z LITHEE L2V (Green
1976: 14),
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2H 20, KEDOFWFEC S~ A Y —OFEICE KT 2B H-o72% (Cantor and
Zillmann 1973:98"%) , ZiL 6 OHEGIDOFIEIL, v A Y —OERIEBGRHP O L DOB XI5
ELTHREL TWEZ EERLTWA,

70 R, v A T—OBEZERNSREIN T =0, FREHCEL CORTERY, =
{ELTIE®LN, SEIERMBEEBEEL v, P—I52AViIcHEn T, f#ilx
X, BV 2 XADOEEOAEEFEOBIRN) - FEME, HROMGEINESE, &5
i & E B ORI, HRME S L ORZR ETHD (Pedersen 1975: 3, Siegel and
Siegel 1977: 151, Sloboda 1978: 13, Longuet-Higgins 1978: 194, Brown 1979: 29),

Mz T, w4 ¥ —DOEEROEI - JLEEZRASLLFHE BFEL TN D, ar BT RKY
Ne—F =R« By POLEEMRICERE L T/ —~ « ¥ Norma Tan 72 5 A%, JiE
BICBIT 2 EEFOMBICET 2 LT, WO LI ITHENTWD,

~A Y — ORI, EEOIEHRREI ER LR T 272 0ICE RSN BRI
BN, ZOHOBERICH LA E FOMRORIMZ S /-l 5 2 L 2R
LTV, ABFFEIE, BRI E W O BRI 2 RHI ORI A, R
FEOEENG EOREXBELZZ T HO0%HWHLE ET52L T, [v14F
—D] TOREERETHHDOTHD, P

FERIIZZOMET, A Y —OEHGRABGET 2L 05 K0 b BEEORSENBIFRO
REFETHLOTHDYM, 200, HOTEBNEENRTT N L 2> TV b T
IR0, LML b, ZOHEFNBIE, ZANEELBHG L L TR#Sh Tz
EIWHZ D,

ST, FRENCIR, BEERICET 2~ A v—MB OHFEIZE ST, ok

B2 Z WSRO IR TIE, F RIS > TR A DBMEDMRR 4L, T OBEB G L 72 58

HOWRER « B ODR DR Z BT DT OPBREES TN D

133 “Meyer’s theory suggests that formal principles which have been devised to describe traditional

Western compositional practice should also describe the perceptual knowledge of the listener familiar

with this type of music. The present study explores this proposal by attempting to assess the degree to

which perceptual response on a music listening task is influenced by harmonic structure and, in particular,

the réle of the tonic in music.” (Tan 1979: 4)

B EE OGO « GBI BT, v A Y —IZE KT Db 01E. A RBIRNIC,

2 HEEAFLE L T 5 (Krumhansl and Shepard 1979, Shepard 1982), 7=72L. Ebb b, 5@
CREERIRER D D LWV ) A LEEEL T, v~/ VY —ICZKHELSERTHDOHTH D,
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X - HZBHT 2mB8 b RO LN TE D,

~A Y — (1967) 13, Ny b—TOlERIRHEE TREEKR], Ny t—UR
ROV Z A A —URBLE % [FRAER] LRED, BHRICIIT 5 2 FEE O Bk
EXBIL TV, =AY —I13 (o —UNET5 TEHAER] ORISR
I, BERIZOWTOME A AOREIZHET 51 LRRLTEBY ., ITEOHNTE LD
ZOBBREZFFL TS, [FlE] £ LTAMEL, Ny t—Y 0 HHERNE
) b EEEBBICOWTOFRIBIHERT 2008 5 Al 5 7212
Ente, 1

VaRY AR, REFH2HEHITHEI AL LIS, v A Y—OEEEFEERICE LT, TH
i AT D BEOREOE N T, EBRICIEH T £ < OFFRICHRREZ 52 T2 b o7
(2012) & LTz, TS, ORI 2 X 0. Bif-erm o) - JHEFICK - THE
FNAE L D & ) IFEV AR OJFEAAIE 22V CIE, 70 SR ORES T, DHEARFSE & fil g
LCWieholc b 52 %, LinL, Y EIRULIEEBEOFEFIOIX, ENLSNDOHT,
A ¥ —DOEERPEROIFOEBRIIB N TS, HERSEARLE L THERRL WD b
RV VIRV
80 FERIZAD &, A Y —& 2R LoD, FRIEBUZRIT 22 DELERRIC L - TR
FELE D EWIHIBFZEN L H BN D L 912725 (Carlsen 1981, Burbidge and Jones 1982) ,
Fio. ZORIICIE, U R AICET 5 0HEE T, v A YO RMRSR IS N DR
Wx 5 (ENLENC, v~ Y—0 U X LGz ST 50781, 24K (Royer 1966, Martin
1972) OFHFLDAONLRN), B EO/RZ — 2 BN DITHR S D O ERE Ui
XTI ZDONRE = DETNEHNE - BT 212hH7->T [EHOY X LHEE] PSR
SNTWD (Povel 1981:4), F7=, @i 2 — 0 D4 FIC B R 422 TR Tl

135 “Meyer (1967) has distinguished between two types of meaning in music, calling the melodic

properties of a passage the “embodied meaning” and the images and ideas that a passage may evoke the
“designative meaning.” Meyer has noted that the structural characteristics of “embodied meaning” of a
musical passage affect an individual’s memory for the music, and recent research supports his
observation. [...] The current study was designed to determine whether the “designative meaning” of a
musical passage also affects memory for the music itself.” (Delis et al. 1978: 215)

80 FARITH . BHEITHT 2 E£MBURE RN 3L L 9 & T 537 (Hargreaves and
Colman 1981) <°. 1HBIISUGICBIT 7 (Nielzén and Cesarec 1981) 73, v A ¥ —DFHE
Rimz ZH L TWD,
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SRV ERBRICIEATWD Z & EBIE LT, FIUL [FHEO Y XaiEE] nelInsd
(Handel and Todd 1981: 42), filic &, 330 (5% U X L4015 The Perception of Musical
Rhythms] <°AR U U X LAOHTIZET 253 TIE, [HHROU X2 E] 205, BB
BRI BT Dakiadd & & ST D (Longuet-Higgins and Lee 1982: 116, Handel and
Oshinsky 1981: 1),

~ A ¥ —DEF RO MR A5 D ARFEC B TR - RFH LR AU R B2 o,
INH—HED Y X b (2D WL FRICET 258D [ A4 LT 7] Thd, Zhb
80 FEARDIFMN B L TV D [HFHD Y X EE] 13X, 1960 FIZ R ENTZH D TH
V. ZOMITIL20 FDORRI-V DR D Z &5,

ZZET, VALHRIZET DMRIC OV TEIE L TEX 72, JEEMRICET 298I
FHRZR D, E<BIOEmA RO D, fmnbE 2, v Y —OBEEGRIL, Tefic B
T 5 LEEERGRICKH LT, BRAER, HWVEBRT_REET AR L Tieso
Too TERIZBT DEEEEWR] Tiad e by, %ICHBREEANEE gap-fill melody & I
ENBHEZFT MRS TS (Meyer 1956: 130-135, 1973: 145-157, with Rosner 1982: 323,
324/2000: 163-166), ZiLiE, Fam Chib_7= K 512, FEffe LB\ CRkBE T BN -
Y. £ OBRROMIC & 5 B FERE NIER B, BHEOHKRZ BIHT 5L WO ET LT
bo, LinLans, st 2 0B%% - S50 R OFNEIC B S e
BHFEIX. ZOFETIICER LTV (Carlsen 1981, Tan 1979), TN EZ A0, X0V
YT END, <A Y —ICEBENICE K L TORWIEEFZE S 2 < FE LTS (Butler
1979, Deutsch 1979, Dowling 1971, 1972, 1973b, 1978, Handel 1974, Koneéni and Sargent-Pollock
1976, Longuet-Higgins 1976), Z ORI IEF DM 258036 I 72 ST
ZEIEY—T 4 VB L TR (2002:975), ERONRYA T —IZE R LT\
W2 B, OFEROZREEEEZ D ETHERTEARAVWERTH LY,

Bo B EBEEYE L VD 2 SOMEEIL, A BIRIFRICEBNTYH, U XL O 72 R &
BHILINTWND CRE « H5 1998),

BT Z OETIE, A Y — ORI EA GRS D EFEFIEICB W TR SN o T2 D

M, EO—FIZHOWT, EFONHE IR, FHEORMTIL, v A v — MR EA g
AELMESET ML, DEERICE > T, BHITKGE « RECTEX 55O TR, EWVoDh,

WDV X LGROFKLIRN T L 7S OIERIIRC T Y = 2V N % iS5 0
WZxf L C, MBmEAERE, v/ v —5F 9 L 21T (Meyer 1956: 128, 131) . FFED ALY
HICHESbLOTH D, T LT F OB TR Bl MEREFFEST 5 0 M

MEG ] > THEFT] TRITAERSZ2VONEFRATE 20, ThEmHTE 501, MR
BT 2R R ClE < . FPESINE RO TH A5, DEERZFETIEICH Z o3k
MEREZR L2 TuLZe b, DFE 0 BMZRENRIC K 2 ERTIIMI D IR WET L
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<A ¥ — ORI FEEFER 5 LT, foBFZEE & 802 B E T LTV o)
IE. FAF o [EROCET] (1982) ICKT2EFENLMDZENTED, LNHD
b, FFICIE, v A=t~ Y=k D HEREIT & RO Melodic Processes and
the Perception of Music] RSN TEY | HEOEFNZNICEL L TNENLTH
Do RAT—L~AY—DZ O TIE, MR LU changing-note 138 & MR
NDEAEET AN, FROEMHE 221 CTOROE b E TR 5 I BIRTREN 2SR~
bhd, LT, miIZE X, DHARETH D LV ) Fiamavi&En i s (1982: 335/1987:
413), ZOFLITK LT, FFEOHE LT, FLAWVWEEINERSTENEHLTELLTY
%,

RO T o872 E TMbN D F v — /L X « T—H— -« /X% L Charles
Arthur Padgham OEFEL, B AT —L~A Y —OW%E %, EEE VO LW EBEICEY
Tl I ik E e R Lizb D & L CTHEMIZHHE L T\ 5  (Padgham 1984: 767), —
T, Yar 541 A JohnB.Davies # Psychology of Music \Z7He L 7= ZFETld, 1 A
F— AT I LB RIIEEMIHZ DN TWD, T4 V1 AT, HH0FERE [
DR O ad hoc) F7= TEFpHI72 speculative] D72 EFET 5 (Davies 1982: 40), W
S LT, FEREMRICET e A=~ A v —IC L DHFRIE, YR, Db PPk
7RI E BRI TV L H Th D,

1. 4. 2. BRERROPMEICKITIZIVAI VT —ADER - "X

T, EHBERROENGEICRB T o~ A T —~DF Kk - ik 2B L7z, £ 1312
R LTEDIE, EEERRR OGS SN le~ A T —IZE L - Tk THRFEOARKTH
Do DEFSR « FADHEROAINGEIHE SN FOAB L LT, 2720 £ < O
IR~ AT —OEEmESZRLTNDZENDND, bHAAPHREHICHEEITR D
25, BEEHEROFEMTIX, EENICA Y —ICEATDRE MBI NTWZL ) TH
o

BROTHD, TORH, DEFFIROMEICE N TIE, v Y —OMRAEHEEOET LA
ST o eBEZLNS, LTOMmE LSO Z & (Swain 1992: 339),
3 K LrimaezBoZ L&,
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= 1-3 BEERROZMFICBITBEIYAVT—DEXK - WKELEDBHL

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

JMT 2 |- 1 |1 |3 |- 1 |2 |- 1 |- |- |2
PNM 1 |- |- 1 |- 1 |- |2
MF -

& 1-3 (k)

19-- |70 |71 |72 |73 |74 |75 |76 |77 |78 |79 |80 |81 |82
JMr {2 |t 1 |1 |4 |3 |2 |4 |- |1 |- |4 |2
PNM |- |t |- |t |- |t |- |t |2 |- |1 |- |-
MF |- - 1 1

ITO 2 |2 2 |- 1 |- |2 |2
TP T P R P T P |
ITR 1 (s |2 |2 |1 |2
MTS 3 |2 |2 |-
MA 2

1960 4ELIRTIC e SNTZERTETHESIK DX, =4 Y —IT K D ¥ = b — g O Hig
DA+ S EREFT b Th D, BRI, 7L - 74— Allen Forte & == —A
V7T REHEBCEE A BTV T —H— « 2~ — Arthur Komar 23LL F D X 5 (23~
“AY =N 2 I—HEOEEEZT LTV EEHIHIL TS, (L, Znb
IFELS~AY—IZELTH2DAH T, SIHLELLEICIE~A P —IZ5mM&k LTH2R0,)

B9 R 13 1CF E L2 BRR it I oW T, 3 22 o Z &,
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V=R vA¥—0 [FERICBTHEBEENR] OX 57, FEOIEMNH D

MR EBETI X, Vo DB BFEZIZTIE R, thENENTZL
DEBEBLTH LU TWDI—F L TENKIZ, BBOTEBADGIELIIT TNDHDOTH
éo 140

[ERIcHTHEBEE®R] &V FRCBWTEROME AR LT D L) —
Re=AYr—id, HLNZ, Y2 B—TER ALY 7 —2FHATNS, 4

VT, [EEDO U X HE] SRS 72 1960 FELARRICIE, £ 2 TRz XA

bﬂ:fﬁ

CERT HimENBN DY, 1968 FEiICiEfhict,, = KU — K« =2— 2 Edward T. Cone

NZEDFEE [FEIA L HZE Musical Form and Musical Performance] T [E30D U X Lt

1)

Wik L CWD, £Z T« BEREINTVWDADIE, 7L —AXRN00 R 5 8EEND

EDOXHIHERENTNEDONE NI Z ETHD, VAL - IN—T%2T 7 NEIET
I NOMAEDOEET DI =R A T —IZH LT, a—iF, 7L —XDkEEE
R— L7 EOREIZR A2, BEHOIRM « BV TV D ERE - &L o 3 SO0 6 72

Bl AR L TWS (Cone 1968: 26, 27) .

140 “Bven recent non-technical or quasi-technical books, such as Leonard Meyer’s Meaning and Emotion
in Music, deal with Schenker’s ideas not directly but in terms of what others have written about them—
and thus many misconceptions are being perpetuated.” (Forte 1957: 202)

141 “Leonard Meyer, who in his book, Emotion and Meaning in Music, criticizes the concept of
prolongation, apparently has read Salzer, but not Schenker.” (Komar 1961: 154)

4 BRI 2 LU ICEE T %,

filLic

Y X A—RICBT BTSN T DS B — =« 7 —S— b L — F - v f T —
DA DFRIAIE, ZL< DD XY bR T e —FRRMEShD,

A more flexible approach than most will be found in Grosvenor Cooper and Leonard Meyer’s recent
attempt at a general analytic method for thythm: The Rhythmic Structure of Music. (Westergaard
1962: 181)

FHHD Y X LG DU DHIZED S < 73, m@<&%ﬁ%% X, vz —0H
OB L2 T TWD, TOPTHRGFEMR DN, 7 — "=t~ —IZLoT
RENTMFETHD D,

Many of the recent studies concerned with the rhythmic structure of music have also been influenced,
at least indirectly, by Schenker’s theories. The most detailed of these is the study made by Cooper
and Meyer. (Beach 1969: 23)

13, 20 HACERD U XL ARG TH, [F2E0 U X o] ZEd 2RIty

% (Smither 1964), Z DFHHZHIZHOWVWTIL, AP THHND Z L1275,
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A=V DZDFEENOE DD L Ie o T- DTN B2, 70 48, R 70 1%
BTl D & FEIERTEEIC BN T [F20 ) XLE] ~OF IR L TND, 2
X, SEICRLTE 80 R D DEFIRIZBIT 2~ A ¥ —D U ALGMDOE K « fa&IZHio
LD ThHD, HlzX, EEAEZOL L, ISHRHOEED Y X AL IZBET 2058
(Houghton 1974'%) | &—1U— « A = A k> Maury Yeston ® [F53Y X ADEAL The
Stratification of Musical Rhythm] (1976'4%) | J1—)v « L % 7 % — Carl Schachter (T & 5 #i%k
D@3 (1976, 1980'°) | [FAPEE R D EREGR 4 Generative Theory of Tonal Musicl (25637
DLTH—=NET v RO (1977%), F—27 OHFE (1977%) T4 T 4 >
R« =7 A% A > David Epstein ® [F /N7 = 7 A% H# 2 T— 5 BHEE B4 D HF5E
Beyond Orpheus: Studies in Musical Structure)] (1979'%) 7o ERZFoind, O X H7~A
T =DV XLGHA~OFE KOO FIE, ORI LB OB R OFIREEN AT S 4
2l eEbHoDIEAD,

EREER R O ANEEIC B SN ERNENEN~YA T —DEDFEFIE L -k LT
WEONEEFHTHZETH, BRBENT =231 oN5 (£ 14), [HROU XL
B WCE R Mk LTV DR EOREN [ERICBTHIEHEEKR] ~0Zzinz EE-T

B ) XM TAATIEE LT, 7 — == A VY —DLHIZZFETHICEE TS
(192),

W o AR, 7 R—L~= AT —DPEE LU XL« T—T 0 5 FEEEDORIRE ST
WhHZ AR LTS (1976: 31),

45 1976 FEDFH L TIE, 7 —/R—=L~ATY—D VU X Lk a—r, av—@0 U X LG &S
TERINTWD, Flo, 7——Lt~<=AF— @)XA z@zé3o®kﬁ——u)77t
VEEOEODDIHR NG FLWITN—TERHEMBELE L CWDBTD, ET VB NEREALET 7
v MEOBIE D ENTERY, Q) IV—T%2 R TENET 72 b, T 7R B
DHTIE, BEOBNEEZHEVICHLETLLT I TS, 3) BELA, EEIOMHEY ., i
NOYOEFRRELINDT 72y MR, BROBBIZEWCIMRYRFHEEZF LTS
ze. WZT BREGBROERBICL>TT 78 b SNDEFOMENRR>TNDH I L
% (306,307), 1980 4FDi@m L Tlk, FMOIEIL, WMKAT & Voo
Pﬁ;’i’ﬂﬂb\éﬁ'ﬁﬁfﬂnt LT, &R0V XaEE] NE oI E->T0n5 (200),

o <-4 v—D Y ALGHIFETELSIMNONDIZEEDLN, EELIE, a—r, 7—r—L~A
Y—, av—, TA Y4 v K+ =7 ¢ David Lewin, ¥ = I —DFEENDL L ORREY
B &l RTWD (169),

W — A7 3, BEEFERET MOV CHEDLH T, [HFRDO Y X oG] ToorEORE
BERTL TS, BT, B X 20028, BRIREEE LB vz L EAREHR S
T3 (138-140),

8 = F2uANF, T —D Y XLEHI OV TEEMIZER L TIW RN, %5
WCEDT 7 b TR stress DXBIEZHF72bDELTWD, Fl2, Z—R—HLta—ro
FIROHEIZOWTHELS Z AL FPLTWD, ZT A A 2L, 7 —XHD N7V
— 7O, EEFOEZLZEDL IR bDLE LTEZDDONTIZEERA 20 (96), DF D,
ITFRALZAL NI —R—=5 L a—rDEZDOELLNIELWNEWVWIRIEZ BT TWAEDTH
Do
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WD ZERbnD, THEMICEANT, [ERICBT 18 & BR] OFRICHIIRS
TNz, [EEDY X o] BWEK - fak ST O L RE N, D X5 72
FHETIZhH-ThH, [HEROY XLHEE] OFNERENDIESNZNE NS ZEE, &
HIERIZBW T, [HRO Y X o] NS SH 5 VI3 L L TR L Tn7adE
DENTTREDSTZENHIZETHA Y,

K14 BEERBROZMFICETBDIAV—DREEAEK - HKT DEEH

EMM |RSM |MAI |EM Z DA

JMT 13 10 5 3 7
PNM |2 1 3 0 7
MF 0 2 0 0 0
ITO 2 8 1 2 0

TP 0 0 0 0 5
ITR 4 3 5 2 3
MTS |1 5 1 2 1

MA 1 0 0 2 0
ARt |23 29 15 11 23
KoL, A Y —OFEFEZNBERE~OFFIIF EL TWhau,
WS IXENENLL T DHE Y

EMM: [&3.2381F 5158 & BB Emotion and Meaning in Music] (1956)
RSM: [E35D V) X L& The Rhythmic Structure of Music] (1960)

MAL [ EEWET AT 47 Music, Art, and Ideas) (1967)

EM: [E#%55 2% Explaining Music] (1973)

W ORLHFTEELTNDS HODOMIZYH, 70 BB T, LLFOFEEDN [EFHO U X A
&l \CE K L TWD (Guck 1975, Ricei, 1975, Hendrickson 1976, Martin 1976, Wittlich 1977,
Fennelly 1977, Stevens 1977, McCreless 1977, Mattern 1978, Williams 1978, Winold 1979, Lester 1979,
Rowell 1979), F£7-, RFIZE K - kT oimB 4., 1960 F0 6 SETLICE ET5E, 2K
(1960~1964) . 1 A (1965~1969). 2 A& (1970~1974). 154 (1975~1979) (2725, [FAE%
BT DHEN. 70 ERBIICEH L TWD Z EREHRBANS bbb, # 1-4 B IO
a4 bSO L, Mich, [EFRICBTEEEER] 2207, ~A4v—0D V) X hint s
THHLORHDHZ L &2E L THL (Regener 1967, Fay 1974),

130 R 1423 E L BEM RO WL, 4 22ROz L,
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YAV —ITKT HMOF K BIE, v A Y=L DEFORRICOVWTOREZG5 2 &
MTEDLP, A Y —=DPNODEENLL ORBEZR TV Z &, [HZRIZBIT 218 &
BWR] 2HOIZIHALNTHY, 71— Ea— R lOEFTHLZOZ LITLHAANR
S Tnd, L, TRLEEFERIL, TR OFHEEC~ A b — L LEE OB
FRERET 55 MITAETZ 620, 1963 72> TIROFN—L a2 /o5 Z LinTE
%o

DHFTERS LIfh—RE~ A Y= ERICET 2 EMICBTHHEIC L
—E MWD b RIS TR R IUE, Foeid, FIENET L8 -
T B« REERIECSORT 5 2 812D, 12

Fo. 1964 ORI TH, T 7Y OEHIE BOWEREOIERID ~ A v — O 5O 5
72> T D LW O FERID CE L STV 2 (Smither 1964: 60),

LIALZRI3G, ZRNHDERITH ET, [FRICBTLEHEEK] ONEEZRED
HDTLNRY, —HT, 70FRITIT. BRLIEOZSIPBND, HIZIX 771y
R« XA 7 Alfred Pike DZFAE [FHRARERIZ DWW COBGZH 00T LOBET 5G4

Phenomenological Analysis of Musical Experience: And Other Related Essays] (1970) (Z%}3 %

Bl 2 Y —~DOFKiE, DEFICEADALOOMIZ, V¥ L« BT — Lejaren Hiller & 7
V77— R« B— Calvert Bean |Z X 2 15 2 S350 W I L720F%E (1966) 23H %
2, TEHME CBE Lo~ A Y —ZFICOWVT, L IIARRIE 2 E T LD, 72, 1969
HEDLA « bTA b7 — Leo Treitler D5 Tld, [BEREEWETAT 7] 1 Egﬁ‘éﬁﬂi%ﬁ
WM R R SN TWD, T A 1\5—0):0)%% (DN, A w4 ECHIR T D, 2
NHLADREL, v~ Y —ICELSSETE2OLHTHD, FlIE, BFICELTELRTIHD
(Zuckerkandl 1960) . ¥ F0 & RHFNZEET 5~ A ¥ — D FLfif %5 @%J\k LTs5I<bD
(Boomsliter and Creel 1961), v = I —DOHiaaim U TCWAMEE L LT~ A Y — D4R &5
F5 b (Komar 1961), ~ A ¥ —OFHEKGRICSE KT 5 6D (Browne 1964, Dunsby and
Stopford 1981, Danchenka 1982) . [ & EifE 74 7 ¢ 7] CTOHCE ZIZBIT D08 0 FAFIC
SkT5HD (Treitler 1965, Childs 1977, Ward 1975) A TOFHLITET L AMRICE LT D
H D (Kramer 1973), 2 I 2=/ —3 3 2B 5 [ cultural noise] & W9 <A ¥
—MEHDEZ LT D H D (Appleton 1969, Smoliar 1976) . FHEDFEREN & D W I3 X9l
Zim Ut & LT~ A Y—DARTZ 2T 5 6D (Boretz 1971, Gaburo 1980) . 2 D& M:
ERHE LT~ A Y —DARTEZET 5 H @ (Fuller 1975, Gauldin 1976, Hatten 1978a, Winold
1979), BHLERSE L C~ A P —IZE & T 5 H D (Jackendoff and Lerdahl 1981) , Ek=N/34T1C
WTO~A Y —DRAFEFI< & D (Thomson 1970), FFLAY 72 F R TRIZDONT DO~ A ¥ — @
AR - BE%5< 1 (Killam et al. 1975, Danchenka 1982) 233 %,
152 “To use an established word in psychology, which Meyer has recently made important in musical
discourse, if our “expectations” change we will respond to different physical or symbolic aspects of the
stimulus.” (Poland 1963: 163)
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h—=< A « 7 J 7 k> Thomas Clifton ODEFEIZiX. U TFDO LI —Hindb s,

WERNA T PRT o TWNDDEFBRZETIT RN E LD L, AL TWHD DL
A2 OTIERVD, EVIBRMAEI 5, FHE T RAV R Ty P T
B, LF—F s A Y —OLEENZORIITRY BNTND, 9

ZO—HNBHER SN D DI, 7V 7 FUR BIRFEERET DMHREE T v L &k
SET, v v—%, LHPZFENFRICEMN LR RIIEE LR L T0nD L)
ZETHD, T, A ==V RFTEIEA > TOTARIED b —~ X + 7 = Thomas
Fay 23, Journal of Music Theory \ZH&# AV ii SLOH TRD L H TR T 5,

W T, FaPEERLERELAAL LD L I TWDLDMNENWS Z L Fot
AUZBET 2 LERRERRIC OV T HZ L DO Z ERR-> TN, 2D X, v
— R A V=D L5 REGRZE T O D H % HELET O FERAIER O Z D5z m
St BEROME - RENCEOMORETIEEEAT L L DN,

DFEY, TxAIZENE, v A T —OEETIL, DEFOMRABICEH L7 b0 Tk
<, TOMAAEZREZ T2 BT, HFHR LW EHEARGLTICRIT 2T « BERIROBRIZ, L
L 3HOEAPLEIRT 2D Th o7,

FAl9 2 RARIE. Jounral of Music Theory \ZH¥edi S 47z, A F =iff [HHOLHF] 12
KT HEFHCHLREODZENTE D, 4 H TITEERIMET A THONLFEE DO~
J—+)bf—X+¥T 77 A Mary Louise Serafine |%, B A} —L~A ¥ —DEHN, HFE
) - AR T T —F R AMOEL TR FROBMEM EICHE TS L
B9, TLTC, MEDI L, HLERMNICEROHDLFEBHRTHD L LT 5 (Serafine
1984:138), DFE V., ~A Y—OEHmIT. MOLBFAHTE L1380 | [EE] TIER

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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<, MEZE) ICHATLHHIEE LTARENTWEDTH D,

1.5. ¥ V—DOEXROBFR OB LERERICKIIBRZBEENZN LICER

BB, A Cilam L CE AW TR L, S50 L S RERICBT 5~ A
Y —DOEZRMOZHRMBELZEBLZ L LS, £, ThaxbLic, v v —%& Licilitdko
BAR DO ZEBIZ OV T HL a2 Nz 5,

[T 258 & Bk] HIRLARE 0 50 R4, L BY: & F 480, M50
T B W TRIFZFONEDFROEEIC /25 Z &3, Bl Em I b 2 & iden
ofc, Elo, ZORHNIRHICER T3, HERHIZZ T TR, LEFICET O~
A X —DIHFEPEETHD L0, Y= I—BHOEEICHZ > TWRNZ ERF S
NTWERTH D, T7bb. A Y —OFETHT HHEHPIMFI A LE L LTS T
BY . FFICKT 2 HEN I ERITITEEL L TWRN-T2E TR D,

Lol A LIRS 60 FRIC2 D & FFEOLIEFENR R4l L < 53 24
BHIR M7= 672< 20 | WICHEMICIHET 25 KD 8ND K912 o7, 727ZL, £
LOFHAHIRERN TH D, EWVIDLH, vA Y —DOEFHKR., FICEOHHOEREA =X
LE, HLET MG EARENTEY, LDEFNREMTORVWEDEEZ AT
oo 1z, ~A Y—OEREWmESRT 2mE 1L, 70 FRICBFEL TS, 2L
FNUHIE, VA Y —OEREDRE H ETERT L0 THY | EOEZEHIIL 1991
DA R OFRSLE TRIZRTIER S22, [FRICBT A58 & BER] 2 [
EIPSERID, B &b 60 ERRICHFEL TV L2 E x5 L. RFEIL, EirER
LT LT, MG OFF M) & LTS Wil &ickesd, Zhuk, S
EEZIE, ZOXIREMTERNTWZELTH, FENHLREOHS1Z2H LT
Wb WH ZEERLTND,

—J5. FIREHOEHEHGR O TIE, 1960 I [HHO Y X afiE] AR S iz
TEEZLE LT, VRALROSHTYA ¥ —~DFKESBHRAITHEZ TN, £0
72, A Y —OFEEHROETEMRZRD D WVITHEILIE, UV XA DN OIEE -
eLBEABND, ZOMMIE 3= DOFEENTAT ST 1968 FELUENIE L, 70 H101%

2E [EEDOY XLEE] ([SGak T2 RBZHEEIND L OITRD, EHIT, 804
RIZAD & ZoMmE, OFY - FROHFPOEEICHE LS IR | £ b OiEk
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TY [EHOY XLME] DO OSRIsns Kootz

U X LRI NT A Y —DOEEGRPABHBEICE M SN D~ T, ERICEAT .08
W2 TIL, 70 FRDOFFRIZBNTH YA Y —0NELINDL Z L3R ole, v~ v —N0
TR LICHIBRFREA & W JEFRRET LS, 1982 FFEIC e A — L O ILFEIFIEA R SN D £
TlE, BREOHEFOFEMIZEWTE L -k sh Ty, UEDZ Ea2llExs L,
&Rk T 2B & BIK] o~ A Y—oEdEwm»., FREE, )Xo, EfoThE
T, BLARDIZHFBREZIW S TN W) ZEBERHTE5, Zhdd, AEFETT
LR 1 A TH D,

~ A ¥ —OEEGR AN LW IR OBRIZ OV TS, FHES) - U XA - JEFREO 3 20
MRS L ICBERTIMER DD, FTHROLHYOBNEZFENFELOLHLE ORI, &
IR O B2 TEEE b2 b DL Ly 7—7 DR (Clarke 1989) & Z ZTHH
BOFRNITIRD, A v —OERIGETIL, FEMEE S AFBOAER A B = X 2 % B
6D ThoTz, LU b, L TERBMEICE.O A T 5 E Rk oM

I EEOAER A =X LN LS ND 2 &3k hotze, ZDD, HOEHR
D5 HIFWZBET 2505013, FROEY L FRAGROMIC, FRRERAZ LR L LT
THICHiE Lo T B2 b D,

—H T, HBRICET D 0LHEPE, BAERORETICREN T, FROMEEZHERT D12
b=V EEOMEIMEICHEOEMIT L X010k b, RERGIE, B HRLEO
W &R DAL T, EOANCHT2 o BEEOMWE 2R T 20N H 5
MO ThD, FZU ZALHMTIZET 2 LEFANEN, ~A Vv —D ) XLiwmaBRT 589
(Z72%, ZOEIZE, BEEGROMANETHRLHEETHLZRINTWEDTH D, v 1T
—D VU ALGwE, Ty aZ o MEEROFHME ORI A I L T\ D e, LEER R
CHRTANRLT T DEA S, Fio, [EHROY X HEE] 1%, FHEGROMTIEIC
WTHBREN TV, TDI2), 80 FERMIOITH D U X hdgld, HHOOEEE & HEe
i, BGIZE o TR E LTHEEL, GTTM 728, BEX FOME - BME ER LH
WHEROWER LI oT=DThH %,

U X LHERCK LT, BERFN RSB T 2098 S 70 ERITITAD R AT o Teis, ~ A
Y—OEER/ESRT D2 bDIXNTEAERL 620, [FEROLETZ] (253 2FHE)
Bbinolzk 21T, 80 EMREPEICE VT, ~ A v —OhEfdimc &5 < DEER 2 78

. DEED D VIR LEE ORI B WD TR R A L i ST, 0T
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O, A Y —OfEfEmL, EROHES L FHRMERICRBW T, U X LGRO & D ITIIB RS
ELTHREL TWWRh oD Th D, M - BB A B L 72 e BT 2 R 170 ¥ 4 88
b T AT KBS NET N DB THLH,

ZOXEIT, VA Y —EI LI ERMR & RO OBMRIIEEN T, FTREE., U
Ao, EREOZTNENTRE S BRDERZWU-TDOTH D,

fEam oD 3 WA IE. A Y —OEHE LM L OBRICET 250 TH S, U AL
Frib L7233 T30 ) X aE] O 1960 FTh o7 Z & xEx 2L, U AL
HEOEICIENT [FHO U X oG] R"ERINDETIIZ A LT I RboT2 &
272D, ZOXA LT TRBEFEIBEINDIEROOE DL, 70 KNS 80 FRIC
BITD, RBAEMOGERIFTE~OREE WO HMER E HBEEL TV EERbND, T
bbb, SAY—OBEEMEIRD & T D7V 2 Z 0 MOERICEE DS W TS E R E RO
T - A EG T DR HMA TR L2720 Tldde < DB AN EGE - FRAENCER LA A)
TR DIT, A T —DOEERPZREIN IS LML TZOTH D,
LLEICR L L DS, RETOFENS, ~A T—OFHimN, TR L5455
ZNENOHEUCIBWT, Fio, FEIFH)., U XA, EELINLENLOEL - FEY 72
WTC, BARDZRBBRERTCWIZZ ERALNIRoT, MAT, vA ¥ —%0 L7-fifH
RO BRI Z DO MIEIE L, 3 2D Ny 7 ZEICRR D LD ThHoT, £ LT, HE
DEF OB IT 5~ A Y= BOY RITIEL, FBENEAR & WO SIZER S RWIZEH L
T etEZ b5,

55 Yy =% w7 « 77 4= Jean-Jacques Nattiez ., 1987 FFDIF AT, [Fex DEAR Y |
72 Zov Bl & BRAE U e BARR RSB VA 2 R L2 DiZ 0L V) <A v — (1973) D
HTHDHEITEAD] (7 4= 1996:340) LFEEL T2,
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FE2E
KEDSFHEFZHEBICKRITEAIVIV—DEFEBTORA.
ELU, FneNUEEEERZ ETEIER & OBFRME

2. 1. BUBHIT—BEHERR

ARETIE, EFFRE HICL > Ty A Y —ICBRE SNIHEE G IO, KEOEFRE
FHICBIT 5~ A Y —2F, £, WOFEREN U546 & FEm ek & o
FRIEIZDOWNT, 3 DOBLENDELET D,

1 OHOBAIX, ~AY—DT BT I v 7 « Fx U TICBITLEZEBEONENT TH
Do ~¥A X —INFERARAIE TH DH Z LI TR S AL, IRLSFRINL TV D03,
BRI, RS FO— B Ch L RFHEIE EO LD R, oL BfRE A LT
WZDDNIOW TR L2 SCRIZ R S 72 H e\, RKE T, — 4T, v A Y—KEZES
£ American Society for Aesthetics (ASA) =H & U THBAYISIEEI L TW e Z &2 fRf L.
L5 T, ~A ¥ —n [ARD) £FFL L UIARIN T RN L 2R T 5, 2
NHERT T, A V—2NFr U7 OYPMNCEFEBICEE L2 b OO0, ZOEKO [~
XD KB EHBRENDIEEL RN T2 L ERT,

2 OHOBAIE, EREFOFELICH N T, HOTHERNED LI ICZRIN=DNL
WHZETHD, v v—id AKX ORFEHELIHLRINTIEINWRVW—FHT, TOF
AL HRRFOFBICB W THBEICBREN T\, 20, HHREFAT, THEHR
REFHOLHEF LA AT, v AV —DEERPVNIIZRINTEZONZHET S ETX
KZEDTERWVWEIOOLESTH D, ThEBiE 2, KETOEFIRIZEN TN
A Y —DOEERPZR SN, T O—I% KEEFENFIIT LT 5 2256 The
Journal of Aesthetics and Art Criticism (1941~ LU, JAAC) ZHLITHAES o FFEIE, KEH
IR DREMNREFLEMETH D, HEORNG LR WML, [EFRICBIT 218 E &
] AHRE 72 1956 s, FHEF OB L S D 1980 FRATEETE T 5,

3OH ORI, BEM L EERELETFOFBICB T D~ A VY —2FOHETH D, %Il
T5 & 912, MAENZEOBIMIZIE, MEBORICERN 2RI RN Te L ShTVND,
FDD, A Y —OEHERIT, FEIR L FRLFTIEIRR SN TR, M
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PR O RN B A R A TR T 5 Z L i3 b B2 oD, ZROZDL )7
FRIEIL, N TOF O VST, H 5 WIEERONIIEE &N D b Ok 5 %t
DORELOFRELZ KL TS, LLRNL, ZONERWDLRDL DO TH>T-DN%lT
N im T e TR IEAAE L T2y, AETIEZONEEZP LN TR, F1ETO
R - BENRZEEE 2. W CO~A ¥ —Z /% MR 5, oS, it
MENTIN, A VT —OFEmNPOHLMEDOAHZE VY | T a#mOxtge LT
T2 EWLNCT D,

LLED 3 SOBRICHOWCHRA « BLET LA, FTRET, 20 #HALIBE O E2EEH
B L. TOELICB TS~ A Y—ONMEMNIT 2R 5, H<HEIHTIE. 120
DB, ~A Y —EFHEZLOBRICOVWTELRT D, H4EIX, Lo 228D
BLARICHIE LT D, RIEBIRND JAAC T3A Y —BED X O R TE K ik Sh
DB L BEA T ez, OBREEE L BT &
NIz s, QFH#E & BEM T b2 s, @FRLSOEM~D~ A ¥ —DEEFwmD
B, ®7— =DV RAFROZR —AT3 T TEET 5, HSETIE, 3 2B
MELTORLE, BREGREGTEEZTOVA VT2 ROMEICONT, AfmH 1 #x
BEX THOLNCT D, £, e L TOUMEEZRIT TV,

TWi

2.2. BEXFROBHE LV ZOHTOV A VY —DERIF
2.2. 1. SHOEFEICKIT B EXREFOEENER

<A X =L HEHER L OBRICOWTHLMNTTDREIC, 90X, 4 HOFEEZENN
MR HEELIE RO EIAEMT HNTWLONEMBlT 2 XE1255, ZOMEING
. REDSFRERG LT DM L ZOHROFREFLOMIC, KRERREZ BFEEL T
D EMHALNIRD,

AT L ol BICHRENTE [y VAT 4 —R NV KTy 7 - =X %
% The Oxford Handbook of Aesthetics] (2003) @ 3545 Music] DAY LIZAT 4 —1
¥« 7 A 7 ¢ A Stephen Davies |, TOFHHIZLLTO XL HIZF LTV 5D,

H L, ZIZ30FEMOERIIBITDRBICA N AR ET H7201F, FRICET
LEFINEAZINERBIND Z LICRDIEA S, HLIFFBEZ ShizZ D
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DiE, TOREAVE—F—« 2T OY LI —HOEE CURELSM) (T
Lo THIBSh, RSO THD,

HRFEN O R T D&, T4 U 0 ANRFET 1304FM) L iE. 1970 FFARFIEALARE &2 B L
TWb, 74T 4 ADRMEELFHE VI Z 572 51X, £FO KO 9 5, EOHIHIC
ROERE LT TZOREETF LW Z il s,

ZLT, ENEEBELINEE L LTRSS TV LONRFEREFOR}IE—F— - %
V4 PeterKivy T D, 74 T4 A&, LKRIZF TV 1 OFEFLZBEEET THDHR, 20
7 h, wOHBEO NS OIE [E OB —F KRBT 5 5% Sound Semblance:
Reflections on Musical Representation] (1984) Td 25, LA L. 1980 FFIZITBEICHEEIT DU
Tim U7z [Roak b le Bk ——F B RBUBI T 5542 The Corded Shell: Reflections
on Musical Expression] 73ANZ SN TEY . TOHBED 7258 EF2OEBOOE S L A
MEINEDHE, BUZTA T4 ZAH BHIOFE T, DR FOMEL % 1980 FETE N
LIRE TR 2 I IH LT D (Davies 20111%9)

2.2. 2. BEEFRICBIBVA Y —DEXEBOMERN T

TlE, A P13 EEEF LW FRIERIC, WNSALEM T 5N TH DDA 5y,
BEETF, HDOWIITONEL ETO~A Y —OEMNT ZRET 55 KB N < DD
AT

ZOOEDN, FULILLDBLDTHD, T 1D 1980 FOFEIEIZ~ A ¥ — DA

156 “If medals were awarded for growth in aesthetics in the last thirty years, the philosophy of music
would win the gold. In large part, this newly awakened regard was stimulated and sustained by a series of
books written by Peter Kivy (see Bibliography).” (Davies 2003a: 489)  Z®O—H&ilL, %O FIHIET
HZH STV D (Gracyk and Kania 2011: xxii)
BT FARELF OB T 2 EELREFETHHICHEL LT REFLOEFUIFEL TV
VW, [0 E Bz Hik corded shell] &9 ik, BEEEE L CHIH &7z 18 HHfdZE oFFA
Yarv e« K747 JohnDryden ® 8t U 74D 7= OUHEHK A Song for St. Cecilia’s Day |
(1687) 2% _HIZHEK L TS, Z 2T, AlGED (4.21) IC8ET 52700 Jubal 3ETD
BEE LT BEoELNT-HER ATV D, 2 UREZE LIRICE U A FEE ST
L2Emb, ZO IEORLNZHE] bk~ Tho LHEIND, EL, Fie
LT THE OXbERZRER « BFRICOWTIIARH TS 5,
B8 FA T 2, [EORSGNIHR] B SL- 1989 0 [H O —E 2N
5 ikim Sound Sentiment: An Essay on the Musical Emotions] % CHRFRIZZEIT TV 5,
19 FA T4 2D Z ORI, KEOWFITIRI D T2 < EEORR HEE X 2D TH
Do
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R T2 B 720101992 42 & 2009 DR E TIE~ A Y — O bR A E- & 72> T
Do EFWERIZBITAYA Y —DOMBEMFITHONTE XS ETRSEEEN O, B
FREDODEDITHIENT-F D 2009 FDOHED—HiTH 5,

A Y —OFEE [ERICBTHEB L BRI 13, BB e aoxt
RLELTABADDBDOANZIZ L > TS EERY bz, £OKRE, R
ETHAEKRXES, WFOHMRE LRATZ 720 Th D, TOEHIL NEX
2] FFBETIERDPSTZD, Wb Th D Z E R B0 Th > 723U,
[EHICHT 258 L BW®] 13 TSRO ([CEREMICHFS L, =iz
KRG T HHFHICEDOL )b L LTHbh D TH D, ¢

ZIT, A= TERR] HEEL LU SLCWARWZ SiFfEfESh L
ARETHDH, KEEFES Web A ML, FUAICLEA Y —~DRDBR I HEH
IINTWB,

L — F— LAY AN TH D Z L3R ThHHr—IF, AKX
D] EFETIE e holz, L, ITEIC [FHx0r L0080 THO,
WEONARAIT, MERPEE &V D EWET NSO LE 5 LU Lz, RO

XD AN A ~OFBITF D i e, 162

ZITH, vAY—IE [Fox), DFVEZRESEHDIVIEEFMELEO - BETHD L X
nEnss, [ARXD] E£%E] TlERWEEbIL TSI —F T 1 10é - T, TERA
Wt & [AROFEZEE] LW DITHEBAERKRI ThoTz &2 bNS, 2T

100 = Z &1E, W O OEFEL IR L T\ % (Wilson 1982: 168, Solie and Spelman 1986:
197) o 72720, F U 11360 FERAOITIFBEIC v A Y —DELRFTHE ThH T2 ERFZAD
(mww&)o
161 <« ] Meyer’s book was quickly taken up by the few who were setting their sights on absolute music
as an object of philosophical scrutiny. It was a fresh philosophical breeze blowing across an arid terrain.
For although its author was not a “card carrying” philosopher, it was clear from the get-go that whatever
else it was, Emotion and Meaning in Music was a substantial contribution to the “philosophy of absolute
music,” and was treated as such by philosophers of art.” (Kivy 2009: 133, 134)
162 “L eonard, whom I was privileged to know personally, was not an “official” aesthetician. But he was
truly “one of us,” and it is impossible to overestimate his influence on those, like myself, who have
aspired, during the past half-century, to bring philosophical analysis to bear on the art of absolute music.”
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VA Y —REFETIH AL B O A BT L, TR TR < EEREE (1961 4L
Be) ICFEZENTWEZ L LB L TWDDIEAY, Dl &b, 2009 FEDORFHTH Y
A PMEE LIZIRY TIE, A Y =3B FE2HM ETLMEE TIIRDP2T2DOTHD, T
[CDOWTIE, REH 3 B CHERNT 5,

Flo, AL LTUIRLRVWDIE, v v—0 [FRIZBIT LG8 & EH] 23R
K, EAROEIRIZIB N TONICZFE S NTeONE ., EOSIHES A [RER THIZR
XEHZE LR EFo TRIIHRIIZHEL TNDHENS 2 ETH D, BFOEFETDH,
[~ v —K [DFFE] 1F, BREFORBEELRL T L Vo FMSE TR HEL T
LB INTWE, TROLDOFBENG, Mt ERICEFICT I r—F L LD T 50
FEEIT & o T HHCERE, FEEIERRR - Z2ROBIERGR LR TV Z LD D,
PHEECTHANDT T A « A3—3 9w b Francis E. Sparshott [, [5Z0iE S 7-H
il LIFT 1980 00 [==—27m— Uit REgEREm] YR T~A v—% [T AV D
FRZHETHY, BRICETHERE) 9L L, [~ Y —DOEERIT. 60 FERDOT A
BV TR BIALS ZITFTANONT-ERIZOWTOFFHTH-o7T=) 8L HFL LTS,
A= 3y MO ZOFESIE, 60 FREFFOHEN D b EMT b D, THEFR) v
IR FEREICHE L EE T, RO~ A Y —DOF RIS L L TN DHI— Ry - =
23— > Gordon Epperson'®®? [FHD L RV — 5O EHIFLER B4 D92 The
Musical Symbol: A Study of the Philosophic Theory of Music] (1967) 121X, LA FO—Hiz 7>
FTHZENTE D,

U, [FRICET 5] BRIE, Y=Ly ANTT 4 UAFT— BT
Ry b, I=T TR, BEyvarXlnoia, ALOB X FRAMICHRRDME
MEOICE > TRINTE R, L LIESIE, ASREIITBERRE Tldiavy, (]
MBLIZbDONELITITHLDIEAH DD, TOMEITHEL L. FFERIR S
DERSTND, BPMIRVFL LT — R =A ¥ —0 [ERIZBTLEEE

83 “Mr. Meyer is widely read in the specialist literature of modern aesthetics and ethnomusicology, ...”
(H. 1957: 278)

164 «American musicologist and writer on aesthetics.” (Sparshott 1980: 244) Z D 7IL, I 7
DHHZE - Sofm L7238 2 BT B IRFFES LT D (Sparshott/Cumming 2001: 563)

165 Sparshott 1980: 245 (¥ 123 #&fDZ &)

16 FxURARELTRSHBNATND,
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B 3H5 b0, AiEMNREGRICE L KRN BRI 2 DB S TR
W2, LFDONF » Uz by 7 LRFRDAF R « T =L 0ol
WEDIC K DRI, SR FICLAELT2H 0 MY A% EEl> T
WHDTHD, EDENI, 19 HALEOT Ry Tk e N AY w7l
RLV b e H—=—Th-oTz, '

TRbb, [HEHRIZBTDEH L ER] 1360 FRICBNWTEH, BERZRHLTHY , 4
FrDBEEMIEZRELGL —MZo720TH D,

Z D 60 FARUNCHFTHEMEATIF LIV T — R « 77 1 A Laird Addis 1%, 1999 4FD 3
DFEHIZRD & 9 et Bla R L T,

LT O b HER T RO EENAT X « T H—=THV ., ZORDHE:
KRV F—R e~ Y¥—72LF254001E, —F— - X270 23 Fx BF O
IZCBWTEDNEZ 5D TNG, 108

ZOFIANGIE, TT A4 AR, TUH—EX T CHEATMROTFEHEL LT~ A T —
EALEMTTNDZEnbnDd, Fo—, A ¥— FTULLVWIRETHD'Y, FU
4 D [ZoRbNT-HER] 231980 FDEFEEFETH 722 &, FLLZOENRPITEFDODL
DOEMITHSTZ L ZBFERD & A YD EEEFOFESEL AR L WD, £
LD BEIO 70 FRUMTH o722 LVRBESN TV D, BIORG 23T, 80 4£LL

167 “Speculation has come mainly in recent years from such articulate composers as Schoenberg,
Stravinsky, Hindemith, Copland, and Sessions. But they are not primary theorists; and their insights,
however penetrating some of them may be, are scattered and unsystematic. With the possible exception of
Leonard Meyer’s Emotion and Meaning in Music, even tentative steps in the direction of comprehensive
theory have yet to be made. The work of theorists such as René Wellek in literature and Susanne Langer
in general aesthetics goes far beyond any comparable efforts by musical investigators. The last giants
were Edmund Hanslick and Edmund Gurney in the late nineteenth century.” (Epperson 1967: viii)

168 “If Susanne Langer was the most important philosopher of music of a half century ago and Leonard
Meyer of the next generation, Peter Kivy occupies that position in our own time.” (x)

19 75 4 ADMIZ, BAY—2 « <V — -+ &FX 2 X Kathleen Marie Higgins & £727 > H—,

Y AY— FUADIANEEEST THRETWD, EF - XE, EREBCHET 58HmE T
i@ imitation theory | [Wa£LF arousal theory| [Z 7N expression theory] (238 L, £ H
OHFHICH e HHFFEDS 20 HALIC bR SN & LTWD, s, FoH—, A4 ¥ —, U
4 OHERTH D (Higgins 2011: 79-112) ., (FEEDHER TE72H DI 2011 FFDFTITH 2 73,
BREOERE (Cox 1992) b, HIRIZHWNTH & F X033 AOFRFITTHKE L T2l &R
bhrd, )
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B, ~A¥—BF T 1 Il Tibbnize b, HRERBEZ -7 29 2 LT
D259,

MZT, T4 T4 ABBHENEMEEZRL TS, 77 FLyUpEL Y —X #¢
& FH The Routledge Companion to Philosophy and Musicl] D% 27 % [/34#2 & 3535
Analytic Philosophy and Music] (ZBWT, [EEICKBTDEEBHEER] L7V 7 -7 v

Deryck Cooke @ [ 38D E5E The Language of Music] (1959'°) \[CSk L12EETH D,

JRE 2508 % KAE LT 2 DOEHERFFEN, 1950 40, FHRFHIZ L - THR
SNtz [FBE] LI — K- ~A v—o [FRICBT H1E8 LER] (1956)
. WNSHEIN RS & Fo] W2 SR T & BEf T TRIET 2 Dh
BT TDICHTI-->T, 7o Z 0 MO ORI A R & MG b
TWD, ZOHFRHTIUIT LX) Shu, i RAOIC I35 2500 72 Bk & iRk
DRI ND, ~A V¥ —OBmIE, B Z— 2 EREEORERIZET 5 s
DRI, ZRRDHEMRE LIc—EPBEBHOHGmEZ S LI B Thr & L
T EROERTUCET 200X, BRIIITME TEX 2 O TER DS T2D )
(LD ONTIL, Ny K (1985) &7 4 T A (1994) #ZME L),

FEREERITBIT DA ¥ —OM BT ICONTERT S LT, <A v—DRENFHF
Hlame LT TREMIZIIETE 20D TIERY) LS T Z LIZERICET %,

ZITBELERE LTETF LR TS~ /L3l - 23y K Malcolm Budd &7 7' AD
E1EIZ, 80 EMUUBRIC~ A Y —DOFEEGHm B ODICHH S W0z mFEIcR L TN D,

707y 7D ZDFEFET, AV —OARNTRSN 20,

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)

ZIZTEELE LTEFLN TV DNy RoFEIZ, [FRICRT 2E8 L Bkl bR
ME30FEL bRIEBEDO LD Th D, £D7dh, D &b ZOFIHNBIE, Z DK 30 4F
%\oi@wwﬁﬁ%*ﬂ%%ﬁﬁ%¥mﬁﬁév4k—®%%%®§ﬁﬁﬁéﬁwﬁé:

LiFTEin,

LR, A Y —& 7 v 7 ZREAMAT DB, I RO ZEMNTES (Brown
1979: 29, Sloboda 1985: 64, 65)
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. TOHEHI ORI, T T 4 ARRIRT DR H -7,

Ny BiE, £oFE [EHEEB—AAFAELER Music and the Emotions: The
Philosophical Theories] DFc#%E (1985: 151-174) T, ~A VY —DOEFHimz2 HEHE R
L., SESERTTEOHEBPI R0 THDL LIEML T D, ~ A 2k Lz E#o
R A T = X LR, HaEIN 72 2 B OMEERE L U CEICER T 200 i, £7-.
FAZHIBEIUZ K 5 AEEEDIRRZR & Ny RB3ET 2 L 018, A Y — ORI E %
OFEBUABRIZZOEFHMATE 2 DO TIERY, ZOEKT, NI, ~1 T —OHHIZ
IR RERL Y,

[ B ELE & KB Musical Meaning and Expression] (1994) TTF A 7 4 A%, /Xy RiZ
FELoD, 7 v 270 [EROSIE) LT, v~ Y —0 [FRICBIT51E8E S0k
BRUGRL MERICHT 28k SRR (1957) 24 LTwd (25-29),

HEEAERIZET 21 b OFBIE, FEE & MAEEN SFEICRB W TIEWRA 72
WREZ LT Z LIZEDSNTVND A, FHENRFFED & 5 BRI R TiX
RNETHIRY | O ERATE ERAEROSHTIIRB L T\ D, 172

TA T4 AL, FET, HHRE & B 202 FICHEH LT D, <A v — I3 E R
DHFETH 2 MEH information'”] Z FEEUIRITEH L TWDNR, TA TV 4 AE, 2D
FENAHNZERTO MR TRV, B AR sE5 L LTn5, HHHH
TELNLEWMELIL, FimCTbR~7z L 92, AT 2 FLOMEMRIEICORER L
TeBIREETH Y | AERERMERNT EHFRREITIRE < T, BEBRAEWVIZ LR
WEITNEL 2D, FrEOEI 2 KERICHERT 2 2 & T, #%itT 2 HRNZE DIz
W TFHRIAREIC 2 D AT U, AEBERNE RDT2D, FRENSED LTLE

Io TAVA AL, ZOK Ml S AEARERERE TR o T LHHIL TN D

2 “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 analy51s fail to account for musical meaning as they purport to do.” (Davies 1994: 25)
BORARGEETIE, MEHR TIEAR MEHE] LRET L08R THD, FLRETH,

(& ThdHIELEZMEICT HERITIE, HiZ“information” ClE72 <. “quantity of information”<>
amount of 1nf0rmat10n ERFLEND, EDTD, vA Y =0T AU 4 AR S D — RIS
I, FEERRICB T O HEELH L L OB b s,
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o

L. ORI S o7 —HT, 80 - 0FEMRICH, A T —DOEEFIL, T
EFOMFFEIIESHEN TV EHESND, EWVWHIDE, Ny FETA T4 ANRED
JrHllcZEN TN —EH D WNIEFEAN—TEENTND Z LiX, ZORCAXI S Y IREEIE T X
HHDOTIERPoTEZEEZRBELTNDLNLTH D, BlIZ, AEIFH TNV KTy
70O [EFEH] OBEIBTONEBEIOL N~ T —IZEL LTS, AT,
A XY —DNLEEZBICBRHINTZZ L2 OE D 1988 FEDOKEFTHKERD =0 — XL & —

X, TOE] i & RFEOBEB CHEB N 2R OFETMbND ) THF9EE & L TR
FINTEY, BOERKTH-TH, EFHEBA~D~A Y —OHEMPERITITAMBETL
EFOLDTIERPSTEZ EDDLND,

20 AR D BEEEFIZBIT 5~ A Y —OFEGmONMNEF T, BFFMROHEIZGHIE
MR ZENTED, BICEALTWD [y 7 A7 4 —K NV KTy 7 - V=X
E2] cix, B BEEME, HBICEET 5 3 20FICY A Y—~DFkEROTDHZ EN
T& % (Ross 2003, Dutton 2003, Neill 2003), £7=, A 7/ + /7 U — Michael Kelly 7 #atk
T E B O 1998 4ED [ ERFEI Encyclopedia of Aesthetics] TH. Zh STk
HIEH—— [G515E) & 5% Emotions and Music) [JE{E Forgery] [ Style] (Ridley
1998, Dutton 1998, Lang 1998) ——C~ A Y —NF K INTW5, [RFMTIE, Mx T #F

T4 TZIZ L, JAACITHRR S NIZRAF ISR B ERHE, TA U4 2D [ERICET 28 &R
] 2 EERICHA TWZONED LneE LTHRCIEHL WD, fFEOY =77y — - nbr
v o Jenefer Robinson (Z X AUIX, ~A Y —DFHGmIE. T4 U4 A0Eim LT\ D X ) g
DOFEBGH7e E TR, AN ER O D WIS O & L TBEINT- b0 LB X DX
& ToH% (Robinson 1996:307) , EH b 'Y D RMIZFEET D,
”5?4ﬁ4%<mm)®iﬁ% IHEFONTVDLEHDDI L, v A VT —IZ5 KT 5 1956 HLL
BeD k% . EEDHR TERVLITICHNIZET D, 72720 JAAC D 1994 FEOFHE S ITH# S
N2 b DIFR<S, £7o, BEEY - FREFLUANOHEBICET 5 L B2 b5 FHEITITFEILAE
fF1F 7=, Addis 1999; Alperson 1994a; Budd 1985; Davies 1994, 2001; (DeBellis 1995;) Donougho
1994; Godlovitch 1998; Goehr 1992, 1998; Higgins 1997, 201 1/fJik 1991; Kivy 1984, 1988, 1990,
1994, 1995, 2001; (Lerdahl and Jackendoff 1983;) Levinson 1997a, 1997b, 1998, 2011/#IkK 1990;
Margolis 1993, 1994; (<=2 L7 U 1997/JiiZ& 1991;) Raffman 1993; Ridley 1995; Robinson
1994b; Scruton 1997; Sharpe 2000; Sparshott 1994; ™7 4 /L k> 2016/J73& 1990, Walton 1997,

— 5T, LMTRICHET ONTZEEON, v~ T—~DEENBRNVEDEFLLTFO@EY Th b,
Butt 2002; Kivy 1989, 1993; Matravers 1998; Robinson 1985; 7'~ K~ 2017/ 1968,

TA T4 A (2003) OXFBIZHET GNILOOMIZE, A P —IZELTHMBH 5 Z
L #fE L TEL  (Clifton 1983, Rowell 1983)
176 “Known for his influential writings in the fields of analysis and aesthetics, [...]” (fEFl4 1988a:
4)
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S5 Semiology and Music] MOIEH (Nattiez 1998) TH~A Y —NB I TV 57,
IBIC, [0 by oy —X 352 L 53 The Routledge Companion to Philosophy
and Music) TlE, FRAEFFAI 7255050 & H R T 2 IC~ A Y — 04 RiTE o
% Z LN TE % (Raffman 2011, Judkins 2011), LA EOZFEHING, 4 B OLFHEBIZINT
VA Y, FREBOENOEIENZ® < MR, Fikl, FRE 55 & Bl
DILAEE THDHZ ENbnd,

VAT —0O [ERICBTLEHEER] PEREBOLELA N =X LERRZTHHOT
HHZ LT, FFmB L O 1 ETHRAEY TH Y, FREBCET 20 AL, A%
A4 HI TR T 5 £ 91T, AR WO ERFHETH I Tz, [HEHIZE
AR LB IEEEBRRRICOVTHLIM L TRY, FREFFLEMEEL Gakdhd
VA Y=L ECFECTH D, THILTF/ EHELERD D VT EEEWRROHEE T
D~ A ¥ —DZFIZON TR LH 3 T i b,

EIEMEICBAL T, TERLEWETAT 7] (1967) I[Z bR S 7ims [EIE L 2%
fir N\FE# Forgery and the Anthropology of Art] (1963) MZEN TS, Z O, %
FHRMOBEIEESEFEICET2HAOWELE THLHLHT =R + ¥ v 2 Dennis Dutton 73
W 2Bz TEVER Db & —JEE L 35072 The Forgers Art: Forgery and the
Philosophy of Art] (1983) IZHFELSNTEY . 2B~ A Y —OEEICEET 25m LD
KOBBERIEI oo T EHERI S D8,

A LBE L CEICBREIND A T —DFRIL, 1989 FED [ EFZH] Tho, &
BRBGGE LTI~ A VP —OEERIIME TH o727 A4 U 2h . BRASHTIZE L Tl
HEMICYAT—IZERLTND (1994:29), ~A Y —Z2EEETLHmE T, ¥V 4
Lot 200 Z0FEETHD (1992,2009), ZHDEEEEXD & FHT MRS EH2]
HURLARE, 258 Ch . BRAUICET 2MEEIC W T~ A vY—oEEwmMER S, &
I TWketE2o5,

7o boRiko% ik, FEFEREM] F 2 (2014) LB &R THD R, TFEFE
B & EER] OAIRENEEZDOLONHIERI N TN,

8 -4 Y —DEER LA ST O, 25 E LT [HFREERETAT 47 Tidiel,
ZDHE Y NUROLDERTHiEEL H D (Stalnaker 2005) . £/o. V¥ rv b LUy
Janet M. Levy (Z, VA Y —DiZOHF THROMENTZLDODONE DL LTIOmMILIZIEL LT
W5 (1988:450) , 7277 L. ZOBEEICEET A#H T~ LI, FAESIEI O J44C 1213,
X N UMD Z DFENE~DEFHZ DN DLDHTH S (Abel 1984)

76



2.2. 3. BEERIKBIBVI T —DEEROUEN TOERE

ZIET, BEEFELEZOMELIZE T D~ A Y —OfEMTICET 25 ka2 liE L
T&l, ZTho, FUAORE, A= 9y FOFES., 77 4 AOMRBL, Ny FEF
A T4 AOHLHL 20 HACKLARE O FERMAMA GO DH Z LIk o T, FREFICRET
DA Y —DOEEROMEN T OLEBEEMITH Z LN TE 5,

[EsicE T 2158 & Bkl MRS 7= YIE, 2720 - 2B bS5 A R I
TR BB HITZE < 2L RFERZOL ) RN T TREREREZED T, £ 0OMH
L 60 FERICA > THED ST, <A Y —OBFRITE R - FEELERETHLD
EHRINDETICRD, 1980 FEZHME 5 L, FEEFTHOMEFIIEG T LN IEE
ICBND K515, ZOXIRRIT T, v A Y—0FIRIE, FREDER O HEE CTHEH
FICRGEESND Z & & 7e oz, EOEIZIZT TIZ, A VT3 EREFH L WVITEREF
ERET H5E T o TBY ., ZOEEX T 1 72 EOWMARDOHFEE I T
LTV, 2720, ZOMICb~A Y —OsEERITR IEH DITHENL TV, F72,
1989 A1 MR L FH] NSNS & RO BHT TUD T~ A T—2NER - ZHS
nNo5E9175%,

LILZ2i3 6, ZhUddh < T THIBLOE E T, EPRHEITO~ A v — B O EiE
BHDZEIXTERY, TA T4 AD 1994 FEDOEFEETIE, v~ Y —IZ5Kk - kT 20
RNHEAZ L BRI TOD, TR LR EITSE 270,

AFRCTIE, Fam ChIRA_ X 51T, FRIFICR T 2 & £ & F 2PN H 5
WP A R D E To 80 EARUAT A HER L T\ D, FEELFOFEBICHNTUL, v A
Y —NRENRIIEHE L AREN TV TH D, AETITZLLT, 1956 4725 1985 4
FCORFHEBIIBT 5~ A Y —ZEOFHMITE S,

2.3. /1Y —ODF7NTFIvY - FvUTILE T BEZDMUERIF
2.3. 1. RKEEZRICEI BV T —DEE

LRI B T 2R FHIRTO~YA Y= BEEMAES DICHT> TETEHERZ L3,
YAV —PREEFESB L UTHEBIIIER L Tt WH 2 & ThD, I—~ i,

1985 FEDFEVETLUUT D X H 1Tk RT3,
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[~ A V=P OHERZE O] A IS TV 2o, FAMNEDIIIR =2 < =
=T AICEREEERRT D2 LML TIrA . A EER R OIS (B DWW
JRHIAIC I O FEROFTFEE ©) BT TV &0 S FREE D HIHiZR 2 & (i
SHNCIZBE-STWEDESH, 17

TeNIZ JAAC 15 BB OZMRETII AW e, I—~ O Z OfFEFHILME > TiTnie
W, L, ZOFIRBIE, v A =230 07 2 B 70 FR IR & b R A Bt T
W ERRRES U7\, ZDT7, RIBORICHIHICBIT A EFERBLE L TO~Y A
—OFEMBARIEENL, B SNTLNDEXETHAI,

LU S, AT CIIEOEINIZE R EIND Z &3k BALNT IR >
oo $AXY—DETHLHSTZV ¥Ry b - LT Janet M. Levy 1X, Z ORI, D
(VR B H AR, T/ £ DB A~OFEWED K & Az SO0 h -7 & LT
Do LinL, ZORESNBIE, ~ A v—2NEEMEGR, o, 2%, DEFThThE ED
£ 9 RBREE N0, ZORBITEN TRV, MOFEESL 72, v~ Y—0BZh
DREEIRE . DX RIS, ED X D o Te b CRRAE R o T DA FREE L T 220
27,

1956 I~ A Y =32 W ARFETHEREG2%, MOMmSUT, JAAC L THET 124
Sz, R L LTCORBEDO®RIRIT, —FTid, SRFOEONIE EDOREL AR L T
WEDEALD, LA TIE, ~AY—OTHTIv 7 « v U T OEERFHEZ R
LTV, LWHDh, U T2 BG L, BiFOMEEEIC TN bWz b
FELTARIZE T, ED XD REURTHE DZDBROMIIEEZFERT 2 DOMT, AFEHE L L
THERMETHSTITTENL TH S,

50 AR, [EZRIZR T 28 & Ek] (1956) OFEFE (Portnoy 1957) o~ A1 ¥
—HBHHOMmIL 2K (1957,1959) AFEEECHS TS TR, ZOEIZEIBRICho=
BlZb~A Y —DARBDENOTHONTWEZ ERHREIND, b2, KEERES

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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D=a2—ALZ—=Web A M, PR EBADLIYA Y —DOEEBZMDHZ LT
ED, FT. YU FT 4 EARR LTI 1959 £ & 1962 FEDFERKREIT, A
Y—NaAAT =2 LTSMLTWZZ ERbnd (4 1960, 1962b), ~ A ¥ —Ii%
FNZEIL, 1959 DO KRETIE [BIR &5k Presentation and Knowledge] &2 & v a v
TOFx /L« 77 v b Carroll Pratt (2 X 2%E [EERMEL TIHMABEINTND D)
What is Presented in a Work of Music| (2, 1962 fFDORKETEI/L h « S w» kb Milton
Babbitt |2 & 253 [ 53O M) E E Some Perceptual Implications of Electronic
Music] [ZXfLTaAL FL7eL D ThD, FUL 1962 FITITRFEZDOHE trustee (T
INTEY, 1964 FOFRKRE (R IAKRY) TIEIREZEZEER general chairman &%
T (IEGE4 1962a, 1965a), Dk, 1965 FEDOKRE (A MY w7 KET AV H)
Ty AT T L [EPFELE L TOAMA2 Organic Whole as a Principle of
Aesthetics] (2B, 1969 FEFORETHLaA L T—HE LTy ay [ 70— NEERE
TD7/— hDJEZ? Flute-Playing without Flute Players?] (Z&/L CT\2% (L4 1965b,
1969a), 1972 FEDERKE (RA=ma— - HLy P 47 - 7l H) TH, YURI T A

[SE5HF DS The Aesthetics of Anti-Art] [ZHIEL7= L9 THAH®, 52, 1977 FITK
[E P 3 U OB s iz EHIEEE = TERE W 9 S The Concept of Style) (A=
27 RRY) T (EFLA 1976b) 23, %0 [HERLER] B 1EDOS LIk T
%,

PLEIZET e~ A Y—OIFBEA I E 2 5 &, SRR & T RO T, «
AXY—NZOX¥ VT OHINIHRBEELTZLODOOEONREFERILZLEEZ NS, <
A X —I2 & o TREELEZRRIL, ZOFY U T OUHN S EEREHILZ 720 TH D,
LLRRS, A7 —>0 [ARD] £FEHELALRINTWENEFZIEE D TIERY,

2.3.2. "™ARD, RFETRBWVWITTV—

BEWCBIHALIZE21C, ¥ 41%, ~AVv—DZ % TAKD] EFETITRW, HDHN

1T TERZ ] #PREHETITRNWE LTWE, 202 LiE, A v—2RTF Tl e T
EAMAETE L, BRFTICELBE N T2 LI b TR L TWADE A5, 80 4F

B OREETE Web A PN TRBASNTWDH 30 BIFR RN 7 Ly hEB I,
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RUBEDOEREFZERS LI T 0 OO X ) 7ibi#Eix, £F2E2EM LT 98I
BRELF SN Th o2 A ) Ll SN2, RIBZTZLDTERNEDTH
Do

VAT REOEE A LT (2T LSRR E LD RNLT RS
Mo, ZDID, v A ¥ —DFEERELRT HEEORIUKIC, [£¥] LWIHIFERH T
ZENPND, LLann, i &b 80 FRATELIANZIX, EC VW TR D b
D—fEIL<HE LT [EFE] EWIHIBERHVLNTEY, LT LLTEFEO—HTH L
RIfESR & LT [£%) RIARIR STV DI TidZew (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)

—J7T, JAACIZIE, 50 RN D 80 FEARHTHT T T, =AY —% [KFH] LI
O, ZOEKiwmzE [£%)] LIESHEILT—T —V 12« 7212 ErvinLaszlo (1968) @
IS LD D D RET 720, fES, FESIERFAIC OV TOFERETH L2, £ 2
TEAINTWDLEDIE, FFETRETRWRY HX T [L£F] EEFTNRD 2 Ei3kro
DAY, Lorl, ¥Uab oM THLZ R LNTHoT2] LFEL TS
EoE, ~ A VY—OHBE b ELHLBELRONELE ITHOENTWIZDORLIE, A v —
Z [ARD)] FFETITRVWE TIPS 2 THLELIN TN LI BN
<o DEV. JAAC OFHHE - FEREFIZE 5T, v~ v—iF [AXD) LFEHFTII o7
LRI, HOFERRNELTHLENE I NEVD T LITRESh S & O RBETIE A0
ST EEZOLNDDTHD,

TIUVA ANV ay MRELE [Za—rn—UiiEaRgsil] pilo [~
AY—] OHBICY [£F7] EWIHENAOND, 7277 LIEMIZIZ, ZOHE T A Y —
I TERFEFETHY, FRACHETLIHFRE] Lah T, ZoHRMBBATIENTZDN,
BEHEOZ =gy FMPCKEEFROSRBEZHD TV L b ER D Z L2 E 2
HEW L ZZCHEENIC [EBEE] EEDLATHRNWI EITERICET 2, YEE, EFL
VD RIS A R ET DN AN gy NI o T, v A T3 EANIZ, B
CIER DR (BT CHEEIMAE ThHoTeZ LRFESN TN D, T72b
H, AR—=vay MIEoTh, v v —ix [AKRD) LFPFTIIRD o o ATREME D &

82 28— 3 v FOREIZEAL Tix, KEEFE Web 1A FNOD, i~DiBMGLFHEEZSH L
7, EBFF =T r—cabE YV,
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“AY—lF, FOTHTI v 7 - X5 )T OPFICELEIR TR AMICIET L TR,
KB HOTERD (B2 LIRS ZENnbotz, LLZEO—FHT, [AKD) %
FETIERVERH SN TV HREEL R, TNOEDZEMRRLTNLDIE, w1 F
—MNEOF ¥ VT OYPENEFHEKICHSL Loob, TOFEMMRHBOHIC, TAK
D) BHHWE TERXe ) B LIRS NPTl W) 2 ThD, £F &V FRIHE
e ~A Y —LDZD LD I T HEARBRIET. HOTEREFEEL VD SRS TH
WIS T 52 &L CRIHICHIEE SN TLEI DO TH D, BLEOEET, ~1v—»
OO OWFEE & LT, ERExRE 353 F I ERMEEBICWVICHAY L, HiEs
Y, EOBNTE D), 2Ok - REICHT L2 - EOMRAELEMRT LD TH D,
IHIZ, AHITOEBRIL, TARD] EFEEZLN~A Y —ITBE L T & #RIZ
WTHHLMNIZLTVD, HHICE >T, vAv—id, BOWNET D E 11572 25 fEk
BT AW RETE T TH D,

2. 4. BEEFHBICBITIZVIT—RA
2.4. 1. BEEFHREBICKBITBZIIT—RED 5 DDER

A Cam UL o1z, v A v—id, AKX £FH LI3HR I T e - Al RElE
WEV, LinL, ZO—FT, LT =R 774 RF, T H—LF U o leEn R
ERETLEROTEE L LTIA VT —DAREZRET T\, ZOZLhbifgans Xk
I, [ERICET DIEB L BR] HHIREARE DB 80 ARATHIANT T, ~ A Y —DFHE
Fd D WVITERET AT 2ERIIZ K22 b DO ThoTe, 2, v Y —SAFAOHEE
Rl Z72 L TN5 EEXDBRD,

A Y —DOEFERPODICZEINTE O, ZTOFMEEY 222 HNOOE DL
TORMILTH, ZOERFHEETOYA VYV —ZRITEETH D, LLREDL, ZOFEM
FINETHRRAISNT IR, NS, TA T4 A (1994) b, v~ VY—IZEK -
KT D L b < SRL TV 228, TR bR TRy, Dl &b, EHEOM
HIRY . MRENCTHE AT o T2 A TIFRIIAAAE L TR0, AEilX, 2ot L O0ZED
FEROBFHZFETHND,

REOXR LT 2013, [ERICBTHEBE BW®] Hains@#fliTsh sy, K

81



RSO EERT AR (1956 4£~80 AALETY:) ICRB B~ A Y —ZBHEOMG /2Bl %
(29D JAAC T 5, BRI~ K 912, FERTKEEZESOMBEZETH Y . KEIC

B LEFNELZNRET 2FINETH D, K2-VITRLIEDIE, JAAC ITHEI N~ AT
—IZEK kT HRFEORK TH D, ZORTIE, BHHFEBLOLFOREZ LD
K EL TS,

LIF, KEITIE, FESICBT 2~ A Y —~DOF K - ighD b, HERIBAE)OX S L
TV 5 OOMMNT/ T Tk 9%, £ D 5 DO &%, DR, BUUEEE, HHe
i BRSO OZEM, U XA LHIRICET S 6D TH D,

F*x2-1 1 JAAC (1956~1985) ICBIFBNAT—DEK - ImNLEDBHLE'S
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K
Q%A Y—IZEKk M LTV DHEF (A T —DEFEFITHT LD bET)

2.4.2. YAV —ZDBRELEEDITBMX - EF

FERANEIC D & Rullc s S 1957 EOEFT, THRICB T AER L 2H] 1oxt

183 F2-1IZFF E L2 BRI 7250 oW TiE, fHEks 22z &,
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THHDOT, FFEOREL, 1 ETHIR2 X D ICHRNFERN TH -7,

ZOEMFT, BELFACRYZ2VEREZ 6T HOTHDL, v A v—flit
X, BEIOLL OETEHEES LWEMEZE Lz, FEFIL, I HmMT
B, ZOLEFEABIEICE W THUE L CERIRIZR 2T TR <, o Rff% %
BEAOICAREIC T D BE R 2 A LT\ D, <A Y EAERIC T DG
EVOBZICEH L TERTWD Z &id, JESE M RICHETTEL DO TH
5, ¥

ZOFEFNOIE, [ERICBT2EBEER] NEREFICERT 2 b0 STk
ENDND, T TOLEF~DF RS AES Z LIZTE ARV, 1960 FAHT:LARTIZ o
SN FEDOIFZ L ALT, LHFELEEMNT AT —ICELTHHDOTH D,
EANTHEREA~DREFRHT DIS BN DN THEAET D 1958 DR LT, Fr o~ - 71
/7> K Campbell Crockett 73, ~A ¥ —@ [R% anxiety] [E&3E tension| [T A~ 2
suspense] & W o HFEO RS, HEASURTHW LD ERO R S IOV THEHIR
ICHM LT D, Y- UbD 2oL, 5 1 ETHEI T [EFRICRT S8 & k]
WX T AR ENREFICHE D BDOTHA I,

FORLFIC~A Y —D4F1E RO 5 Z LIXTE ARV, 1963 4FICHB#H S /=i
[SE4fF D DLPRS— 2 « BIfE « K3 The Psychology of Art: Past, Present, Future] T, [f
A L FARD T G & D) IS L TR LT e —TF 26098 E LT, 3
2B DB L EKR] BREBOBECFITET HL TS (Munro 1963), 2T, [FAE
ICHEE SN2 O TRV, RV R« 77— Y Donald N. Ferguson % [AIREIZ
HEOFRLZ FFT 2 5K/ - DEAGHEOEMN AR L T<NobD e LT [EFHRIZE
JHEB &R ICER LTS (1960: 69) 15

A Y —PNLEEOHG A TRICEA L TS 2t a2, ERICLEL LTHERL TV

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)

BS 7272L, 74 VAN /"t ForestHansen i%, ¥4 Y —ICXDEKN T 7 —HY DF
AT 5 b O TRV E4ER LTV % (Hansen 1974: 348)
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ZeFIE. 60 FERLIRRIZ H 502 < D (Keil 1966; Martin 1967; Laszlo 1968, 1973; Pike
1971; Cormier 1975; Orvell 1976——JAAC LISMZI3 Hansen 1967), & 512 1985 4E12i%, U
— R« R4 I~ ReedJ. Hoyt b i8S & K 2 FEBLE T /L Reader-Responses and
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31, (RERMUERFIZE) Op. 31, Op.33aB LW (FARLVAY « RF UL h~DLEHK) Op.
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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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194 «[...] modern information theory in relation to a psychological theory of emotion [...] .” (Laszlo 1973:

376)

95 < A Y —DMERIFROB 2 7 &2 BHEOICER Llcolk, EfEcE, MERICBT 218 & &

%in@< ZDHROIHLTH S (Meyer 1957: 412)

96 BARIZE T AIEHREFORKRIINEE TH D) (1967) 28, ~A VY —Z RA YD~ v

A« X Max Bense, 7 7 v ADEN LA SIEFREFZONEH & LTHR L TN & &R

F2bHE. TNEDOWMERITZEDRIE, HONVIMIMLEMTONELTEAH, i, <A

Y —OEIGR A LT LRSS OITHET (2010: 132) 3% 5.
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BamlE RS SIS S TUTEDL B D) Tho7o (Portnoy 1957:286), FEEE. J44AC
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197 R b EARMEIT, TERETTIL L BT probability” & W D BEENH L E D, SREBHEE TE,
(BESAITIE) BUEEHR R b D A fess, REDVEIR & B9, B RS R R b D%
B ERR L DT D LT 5,
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L7o3CsMiam (BB DUGHGR) 25, BRI & HiFEORFMMEAZIL@EE L L TREESIT b
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LTLEDLFEL LI, JAAC ITHE S NIZim XL « FEFFEDR A T —OWFHOFEEITH
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HEATRET, [FEOY X2EE] 125K - kT 2R FERBIRIDRNI ETH
Do X EEF, BDLETIARDALLNRYEZSR, £ LT, £ b bEISY g4,
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BEDNRT A=K L TN D E NI RIChD,) BERLZLIE, 7—Y O D
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W Z ERDND, —T, HOEERIL, BRFOEFRERICEER M A 2RI L
Tz, A ¥ —OFEEWRRITHFTROBREMZ# U 2B b 2R S, HHER
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L. 2017 FFEDBME TIIRTZEBL L TWRUY,
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FARTII RIS, L AT h v . FRE (R L3R —
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200 A SCFrim & 2 M

02 “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)

91



SRINZZ & WEROBIIE TE#ENRRRARnoTle) 2 DRI L TND D
X, ¥ A Y OBEEGR MBI ORI EER IR 2 0 o7 b W) T ETHY | A
U B W THRRICZ A SN2 WD 2 & Th 2,

U EIR U2 i, B0 F iR LOMERH L LEX bND, TORKIED
HLODOOEON, HHONIEE KT 2L THSI, HIETHHRE LI LT, &
IR L CE ONBIRBIEIZ OV Cilm T 2 DICxE LT, HREFITE 5 TRV, £
LT, ZOMEZZD, WA TEERRAZMR] 2R o TeB OO E S TH Y |
F—N=T o T Y LA ol RERRPoT) BADOEHSTHD LHERES
oD, LLRBD, ZORELE KB LZmEEE TO~ A ¥ —2 K DMHIEIZ OV TS
w9 D SATHIZEIZ A S T2 B, Fii R 2 3 & U CRER ¥ 2 2 & 2k 2 Aa
XTI, BBMRER A b LICHEROBRMEOMS | & 2 VIR L OMEZ RFET D
Wb D,

LR, AHiCIlZ 4 SOBENDWEBICEIT 5~ A Y —Z /LT 2, 1B
2B TH Y . TSN D 3 SOBLRIL, ATHEI THREE L 72 JAAC TO= A Y —~DF
Ko+ AT DR LRSS, BUREE, U XAWFSE, (S S BE Lo~ A Y —
~DEK Ak THE, ZNHOWERIC L 5T, MEKICBT D~ A Y —ZFEDOERN
60T 5,

2.5.2. ENREHRHSOLR

T3, FEIGREEOAMGE L JAACITBIT D~ A Y —~DE N - mkE . BB

203 = OIAE T OR G L LW 2 SO, 372 HLESE &5 LIS o 24T & B
L7k « im ki U BIzie 7,

B AR B O ARSI LN J44C W5 T, 74? ILERSE L BT CRR L o v T
Too RFRLTHME LM L TVDD, [HFHIC Téfa%ﬂ&ﬁ%.ﬂ Nary - Ta—AT3
Ve =T 4 DL - ﬁ%“ﬁki05/;&wb®ﬁiéﬁwm_E%wat_t

(ZHERD & ZHUIAREER Z ETiden, TERICBT D1EEE Ek] [oxhd 2 ERF 2RV T
fé> 60 FARATHN DT TIZV A v— & LEFORRE /R T CEDFEGE (Munro 1963) B X UE
TP R ORI HB#E ST D (Poland 1963, Smither 1964) , %@f_&b S O FEI &
FlEk, JAACIZEB W TH, v A P—ILLEF LMW TEZRINTEEE 25, Ll
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JEME, xfth, &1k, REE—% mEALFFRIIABRICE#RL TV, <0
I HET—H S TIEe< & bTRANICIT—WER 7223, TEAY 27528
I HEfER 72 DT D, 2%

00 L2, ZOAY—DOREOBMEZLDOLDONEN-T22 0 H) ZEFEEZIZLN, &0
IO, RN, ==/« > % /Ll Daniel Charles {IZ X 27—V RKA~DA L H T 2—I|Z
74% DOWFEN RO HENENETH D FIHIT 1968 4F) , vy uE, 7F—IIZkD LD
BRI ERT T T D

L =R =AY —RHRI=0DEFE [T57 4 INVRRBRTE] CFHMiLZ0%, &
HSEWET 2?2 (% /Lb 2009: 69)

P& @# \;®FW *9 D=V OREIZEZEN R L O T RWnWzd, y—YEER~A
¥—IiZ DEHDWNIATIATARZED L D 7238 - BEEZRNTW 0N EWET D Z
td?%ﬁwoLﬁb\9@<&%\74?—®%%MW@§$A®EK%AOTDKZtK
A

Mz <. 77/%é CEBLDOEDR, Uy T T0FEROFBIETH [R2ENRBRTEERE) &

W)V A T —DNMEIZER LTEY (Chales 1978: 71-89/#F 7R 1987: 83-104) | ~A ¥ —% /7 —
V®F&ﬁ%emym QUQM)®UtDt$@LTwé
07z v/rv DEFC LI, ML LT ERNHFEET, £ TOHORKEITH < BIFED—

iz ko iIcE b 75) ﬁ{ Lo 72 v \H%E fHlA3ELE 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) T
b5,

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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METHbDOTHDE LTS, 20 [REMRIEH] (I~vA Y—05 5 BlE®R ©
AT7FAFXF—I2bi@ml b,

LI LD, REOMAMEOHTERE ZMIT 1272613, dRH D WITHERD
TRTOREZNENNFE LS HETRHIL LW ZLIZRD, #EHELEH O
RPN VICORERITRLSRDIES D, Ll RICH B 5 FHOKFIAF~
THAHEET, FEMEZ AL TWL 02061 E, HFUIREEICITmE - BRI
BRNEA S, RITaZRZE RN - REICIIRERH D Z LICEk - T, £
DRIIEEIT-VED, TTRMEOESRWFERIT, THAKRNZ D& bR 7R
AR DO TH D, EFROMBMEICDORELZFRFSZ &1, TTRMED Z2WTH
Z, Lo CHBBENRTHZ#MET 5L 0D 2 & ThH D, BEEROEN
HDL% 05, BRIl 2 25045 2 & & FEREN RS A AIET 5 2
EDORINY ZFRL TV D, 2

~AY—DF S EEEER] b, TEEMZREH] CRCSEEEEERT 26D TH
Do ZDID, 7 A ~—0kO—HiE, TEEER] OFEPBGRMIEONRIZ/R-T
IR oTHBb R LTS, Thbb, r—yo k) im0 Bz, £
b b YRFOHGRIIEE O ORI RITIT R VR EEXLNLDOTH D, T
D EEILRR OAMGEEIC [RERRBR ) TR LV o RN RN
EDBEROOEDTHD, ST, BERRITIEE b2y, BEEICRESNLL L5722,
T LH L OB LENBEREICELEZBO TR XIS, ElER) 25 RET5
BENPERINIES LD RPSTOTH S,

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. Y ALHARLBEERTSNIZBEOLLE

JAACIZB W T, [FH0 U X o] ML A b Tninz EbE, [FREIC
BIFLZYAY—ZHOREOOEHSDTh ol (2222 H), AT, FH1ETHL
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TWe, ZHUE, [ERICBT 28 L BKR] PRI LIEEE ERIDIZETHY,
AV —DOEEFROBEHACZHE ICHELIED D RERER E R o7 (R 14 230), D2
EEBEZD L. JAAC TOVA Y —ZFICHB N T, [HERO U X LHEE] ~OF K - ik
DIBEGIZ D7 NZ L E, BERR & IR R IMBFOBER Th o7 L F 25, ZORUE.
FALTHLLENRNEDTHD,

[EHEDOY XS] (X, UV XL O BKN 2 hiEma s bOTH Y Hitho s
ERBE DR L W o T2 B8 ONHIREER ERE L e > T D, D728, JAAC TRZFE~D
S TP IR LT B ONBIREIE T 2 E AT O LR E 2R LT
HLEZLND, Flo. ZOMMEIL, JAAC DIIe B TR EFEFLAEKIC B Y TUTED
EHRSND, LWVWHIDLH, YAV ICE L - AT O EREY - FREFHEOEFEED
Z<W [EEOY XA LMEE] 22 L TRV TH L2,

2.5. 5. {EHRER CBEERMIT SN ZBROLER

i, JAACIZIZ, 1EHEFm & OO OF T, v/ Y—oH@wma KBt Lo &
DT NG FeH, STV = (Vermazen 1971, Howard 1971, Titchener and Michael 1973), Z

210 Addis 1999; Alperson 1994a; Bowman 1998; Budd 1985; Clifton 1983; Coker 1972; Davies 1994,
2003b; Donougho 1994; Godlovitch 1998; Goehr 1992, 1998; Higgins 1997, 201 1/#]iK 1991; Kivy
1984, 1988, 1990, 1994, 1995, 2001, 2007, 2012; Levinson 1997a, 1997b, 1998, 2011; Margolis 1993,
1994; Raffman 1993; Ridley 1995; Robinson 1994b; Rowell 1983; Sharpe 2000; Sparshott 1994; 7 % /L
k2 2016/J7% 1990, Walton 1997

HHA AL B D (Scruton 1997, Davies 2001)
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R - SEAERIC R RS h, BE L, TR0 OMICRMIARMIEZILS Z LIXTE 20
(Margulis and Beatty 2008: 64) 2!, X T, 2 & a—& Z/EMICHEH Lz S o 4
A V7 7l Hiac Suite) (1957) OAWE FIZHOWTEPNZ [FBREHE—E 5t
BT X A 1E# Experimental Music: Composition with an Electronic Computer] (1959) T

b, EHHEER A B LI EE & LT~ A P—0%ak ST\ 5 (Hiller and Isaacson 1959:
29-35),

LIrLZRIAG, T b OFHRME R 2 T 20BN T 2 st Eh b miko
JAAC DG SCHEICE K LTy, 21 #RE LRI 722 S T e sRR I BLA I 55 < Bai 72
T4 2E (Pearce and Wiggins 2006, Temperley 2007, Margulis and Beatty op. cit.) . ZiU5
JAAC IZHGfi SNTZMFFE T e <. BRERRARDOFAMZEL T LICHEESNTEBOESRL
TV, XLTENDD JAAC DOFm3CREE. PLEICHIZ U7 G SRR 2 5 Ko AmIc i 9
DEMFEICIEE R LTV, bbb, A &b 90 FERATELANI IV T,
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FRIZIZRR Do To WD Z Ll 5, b HAA, SRBRVND L F o T, HlOMsEE

2 AERNAIZFZEF D, Pinkerton 1956; Youngblood 1958; Coons and Krachenbuehl 1958;
Krachenbuehl and Coons 1959; Cohen 1962; Hiller and Bean 1966; Hiller and Fuller 1967; Knopoff and
Hutchinson 1981, 1983; Synder 1990; Manzara, Witten and James 1992; Witten, Manzara and Conklin
1994

INHOMIDI L, LTFOLDIE~vA Y —ICEEEELTEY, ZLOEENR~AY—D
MR % BiA TN Z & D325, Cohen 1962, Hiller and Bean 1966, Knopoff and Hutchinson 1983,
Manzara, Witten and James 1992, Witten, Manzara and Conklin 1994

Flo, MICHEEDPHRTE DIy | » U—~— Bennett Riemer DRV i@ L3 5

(1964) . ZOFRLTHYA T —ITHL FRINTWDN, JAAC T S i LIRS
LTV,
MWBRBIT, TAT 4 A (1994) TH, JAAC ITHE S L2 b OLSME, 50 FARLIATOWN L D
DOFHENFNESNDHDOHRTH Y | 60 FRLED L DITE K I TH7R,
W ME—DRIIME, 1959 FITHER SN/ L—2 2 Ba—L = K —+ 77— X Edgar Coons
DL Th D, ZOfmXLIE, JAAC T S 7= b O—— TEREEG & 56207 Information
Theory and the Arts| & W\ I FRIED H HD 1| A——TlEdH 50, FREICEE S N7 70 RO
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Z U IGE S AL REFIE ORI, BIAMEH D b DD, Dl bR b o7 & F S
ZEWTED,

Z OO T, FHFET & F R &\ D FMER T L oL - BRY - HiEsm O
ERR ol LITE A, T OMEL IR T HIRRW—Hin, Yaxz . a—x

Joel Cohen ™ 1962 4EDia L& U A RO —EiTH 5,

THHRBFR DA TIX, EREROREMITTH D OmERT I EILTE RN, £
T, TR DD 2D b DR DOMNTHONT, MO FERHL NI Lz &
IZUMERITTE RV, BERABRN 722 O EUET 5 2 L3, EFEOHN
DTHDH, 4
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7= AR OfMRE L TWE A THD (5 H TIRLEEE L LTHHNATWD), £z,
AIERIZIR, 77— ANE—FH L 2o T, AR BB 2 BT AT 55 L & Journal
of Music Theory |53 LT\ 5, TDH, ZOFmLIE, JAACIZHE SN TIIND DD, i
Jes BIFSEE LD b ERIGROBERIGE LW D TH D EF 25,

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)

25 FHEALOFIZONTH, 7 L= Ea—bb 7= X0 (1966) 13BIsTH 5, 1
b, I EAMITIED 5B BIEF R 21T > T\ D,
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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. /Mg

RE T, RS LTOEEEY (BLOFEEE) &v A v—L& BRIz oL

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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218 “He is best known for the theory of musical meaning expounded in Emotion and Meaning in Music
[...]” (Sparshott 1980: 244)
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Metaphor: The Elements of Expression] (1960) (23T, ~A Y — N EENN xR x5
R LEWRERICOVWTHE Viim L TRV, LIERL TS,

LI —= =AY —id, [HFRCBILEBEEKR] (U= 195471 12k
VT, BT S aml— s VOMREIERE T TR ZRAREEL TS D
LEHEEICRO TS, Lol MOBSE— SO, #10E ORFIE
RN BE9 % AR iBRIB—I3, EFSERIDOFELZ BET DL LIS
1T, ZOIERREBICIEE A ERZHEZ AN TR, 2

~A Y —OFEEERRDO I L, HENEWRICET2ERIT., iy s a—h
— Wilson W. Coker (1972) 28| &R N TR VD, MxHERTEEOEZ T, =37

—EE R TIE T o7, WOMBENREFR L THE, BELL, KL TS SRR 5L

RC~A ¥ —bBEIPATHNETTH D, )

20 A =D ERITHEND, HOSIGEMGIIRI TR & ARTIRE BZHVDLR (FT 1=

1996: 148, AR 1983: 478, #hl 2010: 139) . THNEFRIFALERIZITNHDOTH D L HEfHT

LIFEE LV GELITFmoE2s #3MoZ L),

20 ZURREE OB T e < AR Y I ARZFTHRH S EFETH 5,

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)

2 a— ) —OFEFENRGR CIX, TR FHAEM extrageneric musical meaning | [ [RIFEAY) 72

EHIYEE congeneric musical meaning] &) KBRS N TWD, ZiUE, A ¥ —D
MErrEmsR) TEBRNER] O EISHET 560 TH S,
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A« 27 Nicholas Cook 28 [Hi/~x AU v 7 1384 neo-Hanslickians| & FESBFZEE & D
TR L DRMSTEE TS (2001: 175) 224,

— 5T AV =DBH LTV 2D DITHEAIRBLERE &L LTOEET TIERY, [EF2%
IR HEE L ER] OERKE [ A=Y - Fuvx, WA, GOICET 53 E Note on
Image Processes, Connotations, and Moods |  (256-272) Ti¥, ZMEFH referentialist & L
TOXAY—NEEBDLT, T72bb, FRUNOLDEERT 2 EHEMNERICERTS
MBETHDH, LT, Wbhwhma— - Ia—vanY—iF, ZOZBEFEFLLTO
<A Y —DIEEM EICIEMT 5G5S,

3.22. Za3—+Za32—=YIAAYVAMDSRIEYALT—

JMOEY =2—+ I a—Yany—Ed, 80 FRLKE, & U CHaEBICBn I
IRRFIERITRZ AR CTH 0 . PRSI E X 2 CE IABMERRoA T4 v X —% B
TLHENETOEENIE L TR - ik - BET 2@ EDRIZBWTRE <tz
DHDThHholz, £ LT, MOFMBEHRICIBWTIBRICEZFEOBD T (R MESX
=AL) ICETLRBIR— = e, RA MESEER, i, RA L an=
TNEFRRE—FRAL, EBRIRICH LWET L 2L 8785 (Cook 2008, f&H
2013) .

—a— s Ia—Varv—z2RRTLMEEL LAY =2 T ) —r—X -
RN R=v 7 OAFINT- OO 51508 (Beard and Gloag 2005: 92, 93; Cook 2008:

49) | W BIXE HIZVA Y —OEHEWRIITERINTHAETLD D,

28 7 DED THANA) v EFK) b~AY—0 THERRTER 13, SROEREE
O NIRRT 2 Tl LTIV 528, W IIZ &R DI H 2V, BiEicE > T
DEF BN ERUNDO L DO EFRRRE T HOITH L, BB XFTROMOE T 2 HErT 5
T BERIZOW T ORI LERATWDS, ZDED, iR v 7 EFE, v~/ v—D=F
EAED ISR ERO—BETHDI L E2 D, HDOIWIL, RFEOSH>ERNSRIERICHT-
HEbBEZBND (1983:477),

25 ZRERIBIEN O SN~ P—Ofmak & LT, Z 22T [EFRICBTEHEE
W] OBRKENTICERENS (Rowell 1983: 157, 5 1983: 478, Kerman 1985: 197, Hatten
1994: 238, JK[if] 2005: 73, Higgins 2011: 95), F 7=, D72 WEIROMFTEE HIIMHED [T L
HA] (1989) 72 L2 b 2= OIBTEN /e vl e 278D T % (Spitzer 1997, Eitan 2008) ,
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~77V=F FE[V=I=v 2T/ —FR -T2 F— ka7
7 4 Feminine Endings: Music, Gender, and Sexuality] ® BAGER (19972%°) (2 FFH7=F3C
T, LTFOLSITHEL TV D,

(RS ] 1960 FERLIEE, —4B D OERFZRT- LR ETEMFIZEER L T& 7, £
DIRENTELITENSDANE LTI, YVa—87 - h—~r [w~] | L—
ReB: AfY— [v~] , F¥— A X-u—Er, ZTHIZZRY—FK -T2
—UNND, L LELOMAHT, FRFORTEHRENATWND LT, 2
OFREO EFNHEE L WV O FERREEZEE S LD LT D, W SA
ML LRI E EE o TV, FUXZOEEHALED T L& 9 LT-IUl7e
FIZBh SN TV sh T, £330 65 LT UTZ, ZOFIE, F
FIZOWTERH E oo T BER 2 B4 T 2 b DI TH L, R
NS, =~ E AT —DPROZEZ AL IXFFLTIND LI
2z EiE 2o 2 bR<EHLTWDEY, (w27 LT Y 1997:12)

Fio 1983 ED~ T TV —DiB I~ A Y —DARIZROITHZ LN TEXL, TOHF T
77 U =%, {Fll EOMISICET 2 ME N RE 200 MICHEIhD L EERET D, 1
SOHIE, ACIERE L TOEFROBEMI LMV bDOTHY ., 2 DHIF, BRI ZRMHES
(AR &3, IHE R B SUERIE OB BB 2 fiFIR T2 LD TH D (76) o

A Y —iE, TS 2 ODOMEFITITY TITE HRWE 3 ORI A TERT 28 H & L

T, #—~v>v, N4 hT7— E—H— %71 PeterKivy**, =2—1 m/N— |« E—
77> Robert P. Morgan & & HICEDARTEZFIEIN TV D, HHIE, EihOWNAYZRF#EEH
ICECD T 721 TR L BEAMNAZMBFIC OV T OB FR L TWD LD (84) 2,

26 HARFERIZ, =27 FVU—) TR, =27 AR THREN,

2 2T )=l A Y —EB LD, YR =y 7 THDHEILD (McClary 2009:
117),

2~ 2T AR TIEma— s R a—YaunP—00HABE VTV DX T 0 OL4FINTES SR
TWAZEEZFLBAMELHH00E LIV, F17 013, 2001 FEOZE/ET 80 FER W %
RViIEY, o [EoESHT-ERR] (1980) Eh—<r D [HFRE2HETH] (1985) 2FE L
LAY TR ob Lich o7 LTS (155),

2 LR, T TETFONTWE YA T—0FEX [HFRICBT2EHEER] & %
ZtT 5] ThDH, w7 7V —IMhOFEIE (2000) CFmC (1994) TIiE [EFREEMET A
Ta47) & THREFER] ITHLER LTS,
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MAT, FamChitiz L 2ic, =277V —ld~ A v —OBERECLFRL WD
(2009) .

—H. PR =y 27iF, VHITRFTOSAY—DRETHY | #OBTREREICH
HEERIEEUZ B3 25 & T L T\ %  (Subtonik 1988) . F7o. fZ&iE. 2004 FFE D
W2, UTOX S REZAM LTS,

bHAHA, BY TEEWIER) ([CMT 2B 2T LT — R -~ A v—Id,
4B B HBwRETEH DL, L, WaTIEH 203, BEFEDOIN, 0
TRFELRICAMAR B LA E R B U ERETCHH D, 2, HITEZICH
BEROVAMTH-T2, DEOOEBMICATZEDL 2L (b WIE, A
WEZ LIRS D L) RV, IR, BRI L LB ER ORI
HoThH, A DAEEZDE, HIERNZ L 2R L TINDTEA D EHIFFS
NGB >T2OTH D, sl FEd@mae RS T 7T, FAL,
IAY—DZ L EHRmATHLT VFHRE THRV—F L TR OFEN T
720 EERDE I T eoTe, LA, HEMTIEIRO RIS Z L7 <,
HECERA U TP ERE MBI T 518 % R U 72 e B 7e NS0
HIeDThHD, ZOBEKRT, L, ZOREMICBNT, otz E{==

— e R a—VanP—DRERBLTEF, 20

Za— - 12— VanV—sRETIMAECHLIR b=y IR, ~A¥Y—DZ L%
[ma—a2—Vany—0R] LARLTVDZ LIFERIET S, FxoF T
S Z DK ) BRI HEE -5 b DI o =D E BAREIZE S Z L IXTE RV, £

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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BB ENT b D Tho72L LTH, A Y —DREIHNb =2 — - I2—Ta
nY—EEEDS TN EZEZ LILTND Z EIZED Y TR,

URICRIe~7 20— WA b=y 7Ok 6, [HERICBIT LG8 E %] i2sn
TR SN~ A T —OFHEREWwmN,  HEH 28 s T2 =2—+ I2a—Van
DO & W L2 Z SRRV RV EE 2D,

3. 2. 3. ¥V —O#HFNARICHT 57— > O

T, =<3~ A Y —ZWVNICFEL TW=Dhy, 80 FERATEOEORE X, <7
TV =Y R b=y ZIZL DU LD E TR RS TMERRO BN D, £ 2T =
2= Ia—VanY—0R] LHRINDHVAT—L, BIMO=a—+ I2—Van
VL OBBEBRBES TN EEB X HND,

1980 £E DR [FA W EHDHTITITE o 7o, T LT IDbWnickiT i ons
How We Got into Analysis, and How to Get Out] T, Z—~ %, [EF) Yy —F U X
DO, [hr) BNEMOFEEILEMNT O TLE> T D EERL (1) |
(0T #XZTEIATARF—L LT, KA YEROBEL SNLDHONERORIG:
L0 AHERRM MR ER SN TE L 2Il->THED (314-319) . £L T, vA %
=M [EREHAT D] 1B TRt THEL bE, 2o/ T Ar¥ -2l Lz
(5387 Tho L5,

L= R« A Y —iE, AIRENEORYIOFEE [EFRICBT 2158 & Bk
T, BEREEFOUSENRHER LRI L TWD, BV EZITE KT 51T
SHOEE [FHRE2HHT D] T oRFOHREFEHR L T D, TOEE
Wik, vz -]l v gl Ingr e -] v U —ITHPLT DA
BENTEY, TOFEANRNE b oh—EH B I 3% E L2 o RELITHE
5, N—=h—=U=zrOYF ¥ [Op. 8la (FHI) 51 %F] FEH 21 /MO T
DFEAIR IS CH 5 Z L Nbhb, [P <~ Y—Ii%, HFRNEHE
L%, BEOGE—ZOFEIFE, BEOLDIIRLZLbbIE, SEIF
BRRVGTEI RGN b HH—ZRB LD L LTIRATWD, 2
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E, SR EE 2 EIEM L S TE -, 2 TOEFEMEZMOBKRE VD
b BEELRRHTT VIR bDOTH D, P!

YA YK T o=~ D ZOFHINE, SFEERD [FREZAET L] 265 E/nn
TWb, I—<UF, =a— - Ja—vanP—0OEREINDHFRFT, [EREHAT
5l % THEHIRBLERN OB EFRA~ SR L) PHI00 TR e [ERICEB
T HEE B 25 HHE T [121R regression]  (109) L7285t & L THEMICIEZ T
W,

SHIT, W=~ EFRO LS ITHIBERD,

Fricits, HIRRZ 0k D FLEEERIGRE~ O & (RS L] ofduL, [ER
ZDH D] T SEDRERN N 2R -T2, DFEVD . EREOEMmICmMEES 2
ClE, BETHY, MIFIETNRIZEICRENRBDELZEZ LN TNWEDTH
Do ZDID, Fx DRFRICENT, BERIZREEMFTL2BRSEL ) L LTI
ANz, [ZEdh] HrIZA SR IRA A H 52 b b bF . ZICEE b
T&E ML o THELBDIXROENTITN D2 LILRWA, ZHUT72R
Do EIN DR, FE, JEFEBIEISIICHT [ShTX) Tnbd, 20X
DIPEFFE L LT, T TEBNRBEICENTNWADIE, = RU—FK - a—y F
¥Y—NRAX -n—¥r, LFI—FR:~AY—ThHV, £-ZVORELEHE DD,
HEHFOHETHD,

21 “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 “glipped, [...], from absolute expressionism to formalism” (Kerman 1985: 110) W —~ %, [H
AT D] 248 L TR ERNZ L FRELTHDR, FmOE25 bR L@y [H%
IZBTHEEEER] bEO T, ~A Y —ONGE B EREARTHEENZRND Z L%
WO THE LTEL,

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,
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A== AT ThH, v A Y—% [ LBEMT GRLTnb, 22T ek T
SNTEHEER) & L TERNICATINET 6N TND 3 ADOAY, 23— v—E
Y. FAY—IE AV DORFCBWTENETNEAR— TV E2F VTR E LN P, 20
e, A=~ LD L%, DR Lk INHIREMIAEE L LTHRL TV L
FAD Flo, A—~UPHEFE W OMIEEMZRE L L)L LTI L2 HEx 2
[T ICHE T SRR LW O DI, EOEBICET 20 E 5Dk EN5,
T L= =W FRFR E VD TR D,
=< AXEIRXL, ZOHFTHEr—B U2 a— B OIEEMR EICAEM T D XD
Thod, LWoOb, BHZEUNICHET 2 72DI12i%, THGERRY - oY - BRSO
EEHLHOLPHIBEOHM PPLETHDL LN a—rOFREFHEEX T, r—Er D
Ity i
Mozart, Beethoven] (1971) %##P/H L TWDMNHETHD, H—~vUid, a—rOFRIC [JE

A R, B—=Y 57V b, X—h~—" = The Classical Style: Haydn,

but it does it extremely well. Critics are, in fact, foo 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)

H—~rDIDEHRFLRITH LT, Ny T UATLLTO XS IZil TV 5,

BRIICS, =~ id, £ LB ERE LT LT B2 T2 04T
FThHHDAZ (TRU—FK-a—y, Fy— N X-n—¥r, LFI—FK-<=1%
—. ILIFEAS ) ITHLT, RSO M RDbDOEBRHA LTV,

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)

LS, Ny T X T, h—<r® (SN TINTE72] Lo SWnE LI+
DFIRERZ STV, I—<rO HEE) E~A Y —0 RS 25 tigd 5
ARFNL, HEEE & 08T & OFRIBEIR S D5\ T 7 L — — W s TR T S 3 & 72 HERTE
F] ELTOYAY—DO—HEITHELZHDTHH D,

Bé 3 — O TIE91~93 H, r—+F /L\_Ol/\fli 150"'154 H, v Y—IZ 2o\ TiX 107~
12 HCEICwmA SN TWD, £, 1980 FDH O Yy —F U RT 4w U 2 PEEE
L DOIRHEICRRY HaienE L LT, a—, 7/(%’ 7][]2’(\ TAT 4y R =17 4
David Lewin, E—H >, VA« N7 4 F7— Leo Treltler DELINFETOENTNDZ LEMNF
LTk (12),

B RFRICTIE, kowfﬁﬁﬁé EIX LRV, 22T, A=< U BMEOFEEITON
TWVDZERE LT DO EHICHERE LTk <, I—~r D 5208 now classics| (1985:
93) L LTHIFDLHDON, 2—2 D 1960 4, 1961 45, 1967 F-0ii#5 Th b, [EHERBET
%) cituc . [EREEAEHEE]D (1968) BLO [EEAFEOHERR The Authority of Music
Criticism] (1981) (ZfituHIV TV D, 7272 L, SCEHEFOBLR AR Y ANT=EE [TEHFEOF
The Composer’s Voicell (1974) (2 —~ 372 NS K L TR,

236 «[...] all modes of knowledge, including the theoretical, the analytical, and the intuitive, [...]” (Cone
1969: 72)
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L LW ) FEAES AT, FWE (TERL - o0 - LK) - BEEMNR b 0%
Gl LWL EROM] ZERTLEFE PTThHDLHLE LTS, ZLT, r—ErDZ
& & 11970 D5 1980 RO KEFHAIZBNT, D LT o0 oRBHLERS RSN
TVBHEFE~OBITICE 5T, Ik OEBNOHLET VEZRRLTOD A 28 L5l

L, BEEHLTND,

— T~ A Y —iL, [K%H polymath] &MEFiL, [ERICIBIT HIEE & @] 238 < FF
i Tna28 (107), [EREZFHAT D] 1%, Licbfibiniz L 512, BRAER~D%IE
ELTHADNTWE, ZNH6DZ e, BERIZET LN EI DR~ A¥—EI—
T UERTTWD EESNDN, H0 DY « BAFOMHEZFEICREET 5 729121,
[ERERAEST L] 2ETON—~ 2 DERE AV —OMFRI T & & ik Ui huid
BV, DI NE, ma— - Ja—vanY—0oERLEINDIMEELE 22— -
Ra—vany—0oR] LOHKTHD,

NI, ~A v —0 THEFERIOHT) 23R LI SURE I —~ 0 hy THERE) 28R L7
RIZD RN TR > T D, #Bib325 K512, A v =2t R oo Rk 2 1k
LT TR 23 L7t LT A —~ X SUASEEU B ANER O FZREF 1)
RERPICRINT DD E LT, 77 A MOIRIEREICE S THEFEE ZEE L Tnb,
H—~b THEE) 2HELE BT 2ICH72 0, <A Y—0 TR 1Sk L CHtiE
ZEINVTHHZMA TEY . ZLOMICIE, vAM Y —LHEUHO=2—+ I2—Van
UL EBEREMIRBCOERMMFEL TWD EEILND, ZDH, I—< U PEE L
TR =a— - Ia—Yand—_<Av—LORRMEICONTEET H7-DITIF,
~A Y —O W] L —~ D THEE & OFFMRLBRE AR R TH D, Z
DHIIZ L > T, MY —t=az— - Ia—Vanl—0BFk, FIIaflo=o—:
2—vany—btORREALNIT LI ENTE D,

FATFETIX, BADHRE N I —~ v &~ A Y —D4RTZ [F— M orsesE & LTHl
ZETLHOHRT, o0 THEE H2DWVIE THEFI T LRSS O O i 2 i 72 WF 581
AY7=0F, ZUOOHEICIZARET DR TWRNS, N T, v A Y —OEFHm% %t

141

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)

B39 ALK U THEHIR B 2 & DAFER & LT —~ v =AY —2 151425 W I T.
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G & U7 TAF%E (Cox 1986, Cumming 1993, ed. Narmour and Solie 1988, Lorraine 2001) <°
Za— - 2a—VanY—FEH LG5 (ed. Cook and Everist 1999) (26, ¥ A ¥
—bma— s Ia2—TanP—LOBMRICER LBEEZRARTZLDITRY TR, 7272
L. FFChimMh LIz v 4« 23— Kevin Korsyn DFENE [H 3% Bid b4 5 ——
B OF TR+ B Decentering Music: A Critique of Musical Researchl] (2003)

. [EREZAET L] TOh—~ Ofmilicx LT, BIRRWRMALZIR LTS, =
— . BEAE KRG L T A KE ORI OWTCEHR L AR T —~lca Tz « T H
7 Kofi Agawu % i S ¥, i 2L EEO, BEZHREROES LA LTND
M, a—v oI, oo IEiREEX T 2350 13 BT b0%
(R LT DHEEY ] #BATE LD ThHoTz (79-81), Thbbh, I—~v ik, BEiahseH
DI L 52 LT, HiLWEREY==a— - Ia—Vapd—] ZRELLZOTH
Do KETOHmIL, 23—V DIDORMEELMEIETHHDTHSL (LA LRRL, a—
NI AT OMEFOHTITIZE L L TR,

3.3. h—=Iv0D IEXERET S DER
3. 3. 1. REEEZHH

H—=rl~AY—0 WEF) HET 2T 5ichblc> T £F13E, h—~
Y TEREMNET L] TRALZEROERZEET L0END S D, I—~< 2 3L

Ly F OB (Mitchell 1982) . FFa « /04T « HEEEE W o 7oWFEREE 2V L B A2 e S
HLOETHMEEELELTI—~v 2, b74b7— a—r, AV —DLAFIEFETHE—N
v D% (Morgan 1982) , PR H AR AR HBUE) 206 2155 O TIHARN L ER
ﬁéﬁ%%&bfz—y A —, D EHETETa— TTI X TTR T
VAL — D (Brown and Dempster 1989) &5, F7oAR vl A L, I—~ N
[ERERAETDH] BV TERRFIZEF LTS Z ESimk T2 BT AN ZRRA % 72
Ltﬁn%thfv4?~\b74b7~ a—y, B—V U R EDLRIEE T TWD
(Lorraine 1993), 74 U« v R« 73U —%, [EHBGGO BIIMA72 00 L9 VI
DNWTELETHHT, I—~vr v P—IZbHEE > TWA, WENPR LM EOR
RMENZ DN TIER U T 7Zely (Temperley 2001), S HIZGIC=2— L =2—Yaa V—0OW%E
HEL TR~ 7V =R b=l bFE, =~ e~ P—D4RFI I L TND
(=27 L7 VU 1991: 314, Subotnik 1991: 88), 7 —~ 0~ A ¥ — L - T O UL AT OZEN
STWD R TA FT—=0, A T—IZOWTONIZEHH LTV DN ON T, AR SCRFET
SN
W L7, T TTHUDRS E L Ta—r oD igkmOMA BICEHETWA DL, 538
li%%?%%g& L T\ % D> Does Music Theory Need Musicology?] (1993) ’C??)Zf)
WELIE, KU rmaesoZ &,

112



MRETHOIXEMERTHY . HRMIZITT —H— + 2T/ Arthur Mendel @ 1962 4
DOim3X i@l & 77~ Evidence and Explanation] Tdh %, Z DX O TA T I/VIX, T—
Jb e ~ oYL Carl Hempel OFEFERERINET /L deductive-nomological explanation (DL F
D-NET /) ZFEHLTBY, I—~rOFEEEVNIE, TOET BN T ITH
ABED (X, BIECERM T S TerTdeit] 25, ki Ricasbans %
BIEAN Rl - THET S LD ) 28, —~ USRI 2 D1, AT AN TR
ZIEHAMFTRFIC L > TRHE L2205, HgaDiiles L IR D T RNZ L TH D,

JERZ OLMRBRIT TRl CTid7evy ) [Mendel 1962: 17], AT uix, 7 - 7V
F VR, DE VAN VVOFEIFEERNBR T ERICHELL, BFOFE—
BE——HET 5 LR O TV eRME A PR L TLE 5, [EEMEM & DEM
BREURIFEIELTREY . BEARICL > THHEAD LD TH S Libid,16] 75, L
MU, SUAULDETR & L72imilic B 23 R DIE 5 23, L MTEE ST
WHOTHD,

FIFERITT DI —~ O OBAUT Z DEICH D, F7-. [EIEEZENS A OFH
BV THEKRE L THEMTHLEERD] WELEMLTWSD, £ LT, TOFEE
FE|AZRMEMNL, FERICIR S T E IR RV LT OIS KA TS L Eh

éo

BRAL OIS 20D, LEFERT L7 T —F LS xhhsnd )
T, WHITE BITHFEREERO AR B W TEAIC > TE o LHEETE
o IRBIZRGHT ORME/NT, TNREMIIKT D IRENT o —F & #EE (5

M2 PP B T D ULV OIRTERE RS KOV OFRGEICHOWTIE, ~ o0k (1973) B

FOSE (1998) #&HBiC L,

243 “an ‘explanandum’ is to be inferred from clearly defined ‘antecedent conditions’ according to a clearly

formulated ‘covering law’.” (Kerman 1985: 56) [ HX#&RE T 5] H 2 BT OV TE, @H
(2013) ICLDREZHL TV D,

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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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)

FREEZ RGO OFLEE LT, BEMIZIX, V7 4 BLOBE ST, = —I2 &
DHTE, ~A YA O 7o DB B E S oiTiE, B R OBRORRICKH S 7 L
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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 role 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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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)

115



3.3.2. Hh—IUHHEET BHET

BT, W —v U OFEFEEFRMATET Tl WHAHRET D MATR V2 5 b D757z

BHDIWVTHNTED XD MBI R L R VG O E AT D LENRD D,
T —~ 2 DHESE LIRS B E S ORI Z B 2 S D TH D | SCFFHIIC IS T Dt
THERABAL LY ETHHDOThoZ &iE (16,17). A ROERFHFOMTIEH 5
DHIFEE RO TWNWDTEAD, TOZ L &EBFE X7~ ET, K@U TlE, h—~ 2 ftike L
THETLHLON I VHAMIZIILTWDRD 2 FETIZERT %,

FPTNE. B L O OBMRIZOWTIRARZEH TH D, I —~id, HEETIT VRS
BN LRI D BOIFFEL TV D E L, TOSHHITERIONAEEZ ST 5 b DT
HHEEH, LT, ETIHHEBBIOMELET 25 GOV TIRIELTWD, ZOHE
iE. OFTTERROMEEY L 720 | ST OREAZ & 2N TH o7 & LT hEED ST
SLRNWEASELTVWD (17), LiL, ZOBMRMNHEE L7z bIXMENEL D L &
hd, Tbb, HTICHRNUBEINIHETH D,

LorL, BIORTT, 77206, oo FiEE s L THRE €O NHEARAIAS 9
E LR GIXRERNAE T D, [FIE] 2o X 5 2B e £ HIEENEY
Bric72 s, 2L T, ZOSPMREMMEMIZIAD E2 DR E o BITIL, £
IR ER MG L A SN D, T2 T, BHIZR L [THB) 22d
DEMBIZT DLW ] ZROPEAZBAHTLE > TWD EIHFHINDI DD
LivZauns, A, oHrE T BRI ZRH— A & L TE A O =R O PR e o
AT LT IUT e B one i, BELala=r—ra v, FE.
T 7 A MR, OIERDFIE, ZOMAEBET 5 XE TRV D22

49 “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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250 «“IM]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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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) ZZ T~¥A ¥
—MRRIGEE LT D E R, [EREEMET AT 4 7] TrREanic UaHER] HDHWIT
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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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236 “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 “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)
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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 “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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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)

124



T, IZEZRBETHoTZELTYH, FFEDORMOFOFEFLRNEDOMDOFL L
EOLHIICEBRLTWEDN, TOBBEMNED L I ITEREREZE S > TW5
ONEHRAL LS &4 %, 20

BN O FEL M OBURIEIZ Lo TS b FREBR S £z, JEFHDITIZ L - T (3
Bl ShDaRTHY ., TOEREIT T8 - EH) 2o Tnd, Sz iuI, v~ v
—OF AT ORRIT, LT L ERONEEICHEDL bOTIE AR, FRICK
TINDZDEERIZE KATND EFERD, FRRORMIE, THx N2 THEoiE T4
T, AN, Fax g SO T T2 HRDO S OPIRSCIAR 2 TRERIRV AL X O &
THHDOTHDL] ML) [HEREHIT L] 2L - b B ZENTED,

~ A X —ORFE I DS BB RS D IREENC 1%, BECRREN A2 1F ) AR b &
EFNTWD, D7D, I—~v o0 i, BEXaIa=r—ar BE 77X b
RO, OB DR, TOMAEBET 2 & TIERWON? | LV, ERN TR
WHDDOOEDE LT HEE) bEEL TCWEZ L2 BT R oiX, v 1 Y—0[ig s
LTWD Y5, BEICIIHHAGIT S 722 b D TIERY,

3. 4. 5. FESERIRHLCIR S R WILFF—S X EBRDER

B — v NERERIF RSO B 5 LA RIS SO ZE 72 LR SRR & T 5 B8 %
RLTWEDIZH LT, <A Y — G TIF BRI RIS R E SIEILL TV D, ZOR
ICBWT, WFORFHIRE A 3h0, Fio, TOBIHICSH D LI~ Y —Id,
BRI IE & B SOAFZE 2 BAREIC XA L, R EE TR FRMERLIFENS b DI
FIRZENTND,

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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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)
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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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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)
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268 «[...] Rosen has a profound interest in music history.” (Kerman 1985: 153)
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274 “Meyer’s theory of fluctuating stasis is a model of the conception of postmodernism, a model
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proposed before postmodern terminology came into wide usage.” (Lorraine 2001: 202, 203)
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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)
MW ZDEIMBOLETEIA FT—I1F A 120 HACE 2L D fEtis The Crisis Theory
of the History of Twentieth-Century Music]  (1969: 28, 1989: 124) &AL D%, 4 O HFH b E
DONTHEE H LT D O %H?éo::TFF%J&én1w5®m\%ﬁmﬁd<%
EOYER - BHLERRT-% O, #Bilfin~ > ERICB T2 EEHEXORE - #LoOEIETHD,
Z LT Makkin Jti FOEHEDNNINTTRY BZ SN0, BHAHWNIEHEOF D%
HAFEORI - Rl Z EEFE LTV,
b?%b?—mih@\V¥4Imﬁ5®@ﬁéﬁf%%éhé%®tLT%D\%@%%
LTIV ATOT7+—1b, REavyI— TV MILBELDE, o— LT ITfRFE
ENHHLOD20%RLTVD (1969: 28-30, 1989: 124, 125) . xf LTV ¢ A7 A3 fakk & B (it
FTERLTWDLIDIE, vo—r LT DRFEDOHRTHD (1969: 34,35,1989: 131) , £7-7
0y =l & 5T, FFEOERENT, ThUBOEREZBET H1EN (HDWIXEME) 12
WHBELILDOTHY, TOEEINZERIIEGIEMCL > THIEbLEIND, TOERERITK
KA b L. oW A B3H LOBER~DOEEZRS O THD, £ LT, F 74 F T =2
B L PESHREEIX, 7 vy I —OLAITITEEROKD Y LIGE WV RER DM HTZD
(1969: 36,1989: 133) ., T 72bb, 71 v —OEEITIE, F%&Eiﬂé%@ﬁsz%ﬁ
FELTW WD TH D, KEIZ, 1 YT—OHAITIE, SR ERBEHICH O TN
7= &R TnD (1969: 52,53, 1989: 150, 151) . F7-. ﬂ@éﬁ@%ﬂazﬁ%/\frﬁé’%itzifot
E. HEOA T A X— ﬂ%%&éﬂé%@%fmi fEROERERBE T ELIND
(1969: 56, 1989: 154) .
”9b?4b§~ﬁ\74k—@%%%ﬂﬁw(%@%@ﬁﬁiﬂﬂﬁ?é®m\%E%ﬁmﬁ
STERBEEF VO TH S, FIA4 FIT—IZXUTZEOBEETF VI, IEEGEE AT S
:t®@ﬂotﬁ%®%?wﬂﬁb@ﬁé%®fké(wwﬂlwwﬂHJH%
OB NT, T4 F T =T 4 >OBLA—OFEL T v 23T 5~ A Y —DFT
5. QEOHE, QWENLBIE~OHRE, QBIEONE— b~ A v —OREE RIS
WCimT D L5 9 (1969:47,1989:144), ZivH 4 SDOBEN N T A T —Ofm#s D0 L DOHES
g & BRI ﬂﬁbfvé®ﬁ1%réﬂ1w@wﬂ WRUTOXIZKGTED, T A
b7 =DM EARNZEEN L TW D BEEMHEIIOICE E b, Oy, v 1 v —Ic K DR ZE
b ¥ESe, RPN FESRD Wf’ﬂﬂﬁiﬁ'ﬁ reverberation time | FOERICE - ’Cﬁ“ﬂ*‘: hi-t%
BEOTNTHHED LD L 72D £ TORMR 72l EWoE X, EHERmOESIZES
SHRALEET NVIZONTORmBNE 4D (1969: 47-50, 1989: 144-147), @TlE, =AiilEdh
DOFHINE - MAMEZBEH L, 202 ZINFEANORBLOPEL L 72T, ~4 ¥ —D [r
M NimkEnsd (1969: 50,51, 1989: 147-149), @ L@ TIE, AENEH LTV D EREIN
EWNRL BN, @TIE, BEMT 0B ANRERIND AN =X LITONT DB

136



DIFET 52 LlFTmEIC b HoT2n, TENHD I HLOL ATHEL I L, — 5O HRHERR
HRARRT 2 b0 L LTHEREFICHB SN TS (1969: 22, 1989: 116, 117) 0, 2D
TEERMER, A Y BSEEEICE R L CRE T B RIF AR S . RRDERF
N RAE HDWVITHRRR & DR A 2 U, EHRLIGHAAENGD & S
%,

IS THEL TV DEIE, it T, FEEROIKICH R 21T L@,
KRHAM DL EZWE L CTET, LLRRD, 0 X 5 22Buk) b L &
K72 BIE, AR FONINTIR> TWEOPEHEEL X 5 & Liadhide s s

VW Ty H— s ARSIV TRITIIL, Ty —« A= V3 e TRUE D

ICRZCLEIDOTHD, 2

Thbb, A Y. FEFRAREEERE TES LB L TWEE] THY, v
H— e ANR=T)VIRDTE, FTA B T—E, BIOEFT T~ A Y— (&7 44 72) DRl
THHESOEILEZ [BZLIELW] ELTWHWD (1969: 57, 1989: 156) . Z D RARILLA

WERKSND (1969: 51-53,1989: 149-151), @O TIiL, BBAIMER] T & o AT&0s, <
NI, WITREBINEI 2R LIS D D00 £ oriE TR~ DO HLOBE R £ 05H
SINTWD (1969: 53-57, 1989: 151-155),
20 Journal of Music Theory | Z¥g#l SN T EFEFETH, EERKNOEHMENBIE SN DL DTS5 O
HBTFRNZ LRSI N T D, REHT, [EHREZIRET AT 4 7] 16 LTove 0 #EH)
MTHY, ZORMLEDO—RTHD, fEEDOLVA L « 7T 27 2 LeonPlantinga 1%, &
FEOEREIAICH T DB —PEORIERE~ A T =0 LT E T D & L, 20 RN T
HFRRET UIRE LD DO TRV LR L TWD, £, FEEFE WS~ A1 F—o0
TRb, HENIRTDHEF O, LI, HFHRHEWICESS DR L, HEBRENRNIEM - <9
ez IHEEL , [EREEWETAT 4 7] BDEEMICE B TERNb DL FEIO
FU7o i % 2 LT\ % (Plantinga 1969)
BLJ=IZ L, AV - FT> Kyle Gann 13, 21 ACORF NS, ~ A v —2MEEIAEH 2 TR T
XD &0 REHMT LR3I IR » TR o7 LTS, VO Db, I i, i
F BEOEREEMELLI LT DV 2 by INTBUDNFENRIEME TH - 727200 T <
i< B E LT, ST, BARTEORDEBEL 20155 I =~ ) ZLNEHAZ B
LIk T 7= (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 DI TIE, FHf&Hi D“but” D3 “except” T HIL T 5,
W ZIZTERSNTWD Y 4 A TITL > TOEBRDIFIEEIE, DS 4 DITIKS) LT FRE DK
B O THEANHFEE UL O] OZ L EIBL WD, BRaAll, v~/ Y — v A
TIMFZERTHMEFILINTA b T —Dic bW\ b, ~A 7 )v 7 % — Michael Tenzer
(1993) (%, HFREHICBT 2B N Sz [0k — b BT, v~/ v —L U447
ICEKR LTS (1993:409) .
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FEOBRIZBWTHM I N 2T NI R SR, SV UL, FCKRE - dRTho72 &
LTCh, HfZEWVTEHELTVWDEELLIWVIET v — « A= )L TEARVHEDIRIC
T, B ERSTHS TS, FTA FT—IZSDEIUE, EH SRR L
) T &IERuy,

oo FIA FT—1E 2001 EFHOMK] ARFEL T, [EFIICTOX ) sz
ZAFE, VIR 2 A Y EROME - BUE - Rk THL ML, 20
Fa—T VI EmE [BERESZNETAT 7] OFELETVOMICIEMEEL R LT
W5, ZOIBPEZEEANIFNI S 72OIZIE, FIA T =R OmXOPF T2 HHANTND
[BERE barrier] EWOFBICEHT 200 HM TH D, YN ZDOERBNLDIX, TAHH
DEEBRENICH DT, ENEE L THEBELEALERV TS & 2 ADRERENIFAE
LTWa] L) —Thd, £L T, 2[EATIE 2001 FFEHOMI 2L T, 2
OBREL, FEEEOBIOMIZHE B D (HDHWE [RNnbo) L5 9 _&h) —IEESR,
FEES . JEdE, JRBITE, FERR. ARl HFER—ICBETOMmBE A B KBkl
TV ML, ZNHOREAN SR, 2001 HEFHOM] & FEBIRIE & b,
MEREDRIOM) ZH< oL hpEiv, IR FEMREL, JRlE, FEHIE, FRR,
L, EEX LWV oTMHEEHATZbDREEEZLNTWD Z ERbM5D, UL,
bHAHA, A Y —HHICLDRHNEROER L bXNET2HDTH D,

v A= (RRAMEX V) ORFRMEEARLELIAREICBNT, FT7A b7 —lZLo>TD
(RAFEZ) ZOVWTHBRLTBLEND D, ROGIMIE, [EREEMET A
TAT)IZESELLTHEIN TV DML Y 20/&E 2] (1963) 122V Tl
Conic—fHiThd, ZOEATIIA FT7—i%, BEOBEEN T w2 1%, 2EELET
D00, DA = A LBROAR TR BRNE LTS,

284 “Very nearly like this myth is Leonard Meyer’s vision of the past, present, and future of music.”
(1969: 47, 1989: 144) 1989 DR TlX, “nearly”23HIFR S LT 5,

285 “There is a barrier, toward and through which the man’s own will to progress impels him.” (1969: 46,
1989: 143) 1989 FEDRRITIX, MINRLE OWENEES N TWD, REIZHTZ-> T, —# (man
Z human (228 L72 2 & ROZHIUSHE D AFROZEL) & 1989 FEORICHE> T D,

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 =D Tix, AFEIMND no NfHINE i
TWa,
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IVRY L ZADREE? | ZHtAhTVDH e, MoERHREREZOEHFEESS
51 ZOHEMB, BHHOLEBICEITS, BREEMHROBOEWNFE—
SiE, BaxOEL o =Rift 2 T 0@ IR L. TN HIT0HE &2 K0
TWH LY | ZNa2WE Le—IC3l LIgERR2{ET Tho7e, LWV HH]
Raxt b, ZOHRIIES L BRO#Em & X, o ERE O=INEEIC
7S AR ES, BIBROFEROIFK Th D, NT XA DIPED —B LT7AT
B, TONRTEA LOBREEL OTH D,

ZZCHEATAREE, (B OB the modern movement] &9y THDH, T, &
OB T 0t Z0MEL, H5WVITHRBREROZ L 2L TN LB DLNDD,
1989 FEDTIX [(RA T ) D#EA the postmodern movement] (149) (Z8b HT
Wh, DFED ., BOEMNKDORELT, F 74 T —ICEoT, BEINERIT (KA hE4
V) EEREENDHBDOIEML TWEDTHD, LT, BWMOEE., 74 M7 —0&8H
(o TeDiTBE 6L, FEREO [FEEAR, FREL, FamE, FEBE,. FERR. HEE
H, B Lwvoio, 2001 FFHOMR] OBFICLAVWLR TWEHERZ EE 2 b
%,

4.2.2. b« Qv ADFURX (1983) &h—v0D TEEERET S (1985)

70 AT B FRERNERIZE L L TV OmSUIEHA S 208, ENBELSELT L2048
T& 5 (Fisher 1974, Epperson 1975, Sacks 197628, Subotnik 1976b, 1978), F7=. 70 F1{RIZ.
EIME S ORI T [EHRLEEZNE T AT 4 7] PIRSFHEmSNTWZE W IHFES (Gann
2008: 142) b AON 50, ZDOEMABLNEZ S BB A5 EEHIR ST TR,

FEHOMDIBY . FTA R T —ITRWT, FBEBHFIHIC O W TEEAS— V2 EI O Tl

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)

8 v xRy« # w7 A Sheldon Sacks D Z D CiE, FEETIEAR < SUAITBT L858 TH
%o
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LCWAICHkIE, Fram COHATIFZEE L CH 8T 721 % « = 7 A Renée Cox DEFHILT
b5, 1983 4T A/ ~A AJNIZ K The Ohio State University (252 H & U7 Z D LDOH 5
= RIS I B 00338 Analytic Formalism in a Fluctuating Stasis] (140-
170) IZHBWT, T v 7 AFET, v A T —2MEE L7 fZEERCE 2T 5 3 D
DA TABX—CTONTHBLL TV D (140-150), & LT, O#MEAR B RO/ L 78,
QFFBIEN &V D 2 SOFIEBE LT, MAOHE®Z R L T\ 52,
FEERERICET 22y 7 20w TIL, £9. LAY - 7T 07 1% Leon
Plantinga DEFE (1969) BL M T4 b T — DL TR SN2, FBEIRERICR4 5 R
RS END, Wkix, 77T 40D [EREZNETAT 47 ] oF.OHREE
WUDZEICEVR T ARV EFERML (155,156) 20, v T4 T —DRMELLTD X 9
IZEFI LTV D,

SRIZBTDZEMEIL. FIA FT—RF D Loz, BT, SificBEb s
BRARTS TR SN2 dwmEl) ~ R STz, Eflo7eung
DIZEZ LD ThHD, P!

ZLT, ZEL2LONPGFELTWDRN—a vy 7 2 3ZF 0% THEY multilinear] &5
Y A RAICHEA DR L 2T 2 L E, WE I N ATV E L LTS
(165), F7-. BIEXNG L OERIC L > THFORAZFNENTHZ L&, MEADORBL TR

2 MR O - TR LB LGRS UTW 2 DI, MR 5 2808 — i 2 R
INTLOMNEIINENIZETHD, vA Vv —iX, F—& -tV XLOERIIEMET
HY ., LF IR EEROER L oWz, L XS FOME - BIMORKELHBZ Db
DTHDELEMHT D, TOID, ZO LD REHROWHEIT, —HROPERIZIILT LHASICH
fRTEHHDOTIERY, 2y 7 AL, HHiOEM S (-4 280N, fEIZ O3 8 L~ T2
ZEFERLE ETHARI NS, b—=F L - BV =Y ZADE#ME L, v A T — 2 EHE
TLHMREDOBREZRINATHZ 2N EZA S L LTS (151, F7o. ABOMTEORME, ~
AY—BELBOTNDH LI, POREINTZLOTIERY, 207D, #RIPxIZ, —
WDNA DL PRFEDHMA T L TELDIENTERVWETIOEFFEVIRETTHAI LD
e snD (152), 2y 7 AFTE BT, IV by - "By REEFIC, —RM7R R OBF %
PP U HEERLRVEIEOFT 50T D (153-155), £ LT, ki, b L—MRr7Z20E
RICEHDRFRO ONDUBERSH L2 0IE, ZHUTED X S REMLO»RHbIL DS Z L1k b
5o EBEMLTND (155),

N TITT A TR DA T ~OHHNTHONWT, FEL UTME280 22D Z L,

21 “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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HIZEBHT 5,

ADL T A, BAERIIHMRI L THNCE Db 503, L0 Bt 7-PEE

LT 2 WS T 5 RO O & L 12, SRR A U MLA 258 b 2 B
(BT D K9 B AN EN O L TOFICANTZ R BIE, £ B Rt
BRI (2 OBEBRIERRIC] B Sh D L 5ICR2E5 5, 7

MG, ZHTI R TIA T —ICkbayi—  AR=TLORZ ELFFSTEHDOTHD
D, Ay 7 ATEDIT, BRI ESEZ S 720 LGS & FHIRET 57217 Tl

(167). U HeEEAD THMR] ~EEHL TN KE, va by Iy Bre7 —L—
R K DMEOFIC LT (169) %, ZL T, RORIITEZH LD,

PRERINTZT T2 AR - ARRIC O BIFRENFEL. b L. 20 HACiZRT
LREERANZ DORIEDO S O, RO b O L FERICBEARM T N b
T [EHA - BN BT AR - HEEShD Z LIk D1255, TR
5 OB EFHNE L 2R AT 5 7 a2 %, [20 fdicds T B atEic 4
5] BHRMTPHBEZ LT HEOTHY, FERTHD, ™

Ty 7 ADZ O LBZE I N0, 80 FRFTEDZ & ThoTo, YULRIZARE X
DN, BEIXZEORERT, 20 Ao b F72 THERNZ ) BERA~CENIND LE
ZTHEY, TOZEICRERERIIINTORP o7 K9 ThD, ZORMIE, 60 HK
DETART— (FTTToT 40 H) CLDZBRLELFELTELT., Th (b) &k

92 “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)

M 3y 7 20 ZOHERIT. Wb MEBLSIERE] & — U EIZ K EARMEOFH O

KalzBMb T 26D TH D, —T5, "7 F 2« X=F X3, ﬁ@%—’\%TX L)
A ER A A E I, BB TR 2 FRERICE S TV DH—IC Té{%é’*ﬁ@ﬂ
%, THRIM] OHIEC L > CHRICERMT TS (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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EKLTWDLELEZXDLTEAD,

FENT, KR IETELR LY a ¥ « H—~ > Joseph Kerman @ [53 4 #E+
BH——F B~ DY Contemplating Music: Challenges to Musicologyll (1985) (2%, f%8E)
HSIIZ BT 2 5Lk S o h D, I —~ UATHREN RIS KT 2 B B ORIl 2 Bk LT
RO, R IANT—DRREZLLT DX HIZER LTV D,

e L[4 FT7—]1 12l THERTLILENTERVDIL, BRI EEES
H DR FFRITEI T2 ~ A Y — DB ELC H BYRR & W) o 728 2 TR L
FTERY, SHO HEEBREN] IS L TEENLDOBEZDHES LTS Z
ETHD, HOELASZ/NENWITIXKAT 5 ZORGEZ T AND R BIE ®
TE R 7R AR 7R LIS IRV ERTNE RS20, EWH FTFA FTF—D
ERITHENSATLED, P

A== E FIA T —OfmBEO BRIy 2R L TWRna, BE5L wEICH
RO G ZARADWAF L T LIRSS EAT (Treitler 1969: 22, 1989: 116, 117) s %
2T, LEDORMREZENTNDYE, Flo, A—~v s kiuE, v 1 v —03 [ & Ef L
TAT 47 LTz 60 FACRITIT THEER] & TEXER) BB EZRDTWD
(ZRF LT 80 RITIE Mt BN hELizsasnd (106,112), A Y —IZLDHA
TABRX—DHERRE L7 2O BIX, —~ 20 H DREEILZE OO A IE

RO TN Z ERAZ D,

4. 2. 3. 80 FEKH5 90 FRDFERE

EEH 0FKICRD &, v~ P—OFEIEE (FAMEXY) (FAMEX=
KLy LRI DmENEND, bTA MT—23, 1989 4ED [ LR aMEE

95 “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
presupposmons (Kerman 1985: 132)

26 Jy—~< %, ZOSIHEFNICHN T, BRERERICETS F T A R —DRMISEHRL L TWD
(Keman 1985:132-135),
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Music and Historical Imagination]] (233 T, 1969 HDim LD THX modern] &9 FE
(RA REHX 2 postmodern) [CEF L TWAZ EIFBEICHEM LB TH D,

F7o. FIUL 1989 21X, ~ A Y — ORISR 80 FRDRILAHIFEICHEZ TV 5D
ETHmMBLAODD, YT, S0OFRDOI =~V XLz ElLmzZ0o—HTh o,

— AR AR — B, B O &l ) b oid, FEOS AR
ZRENANZ T D BRIC R VT, bIEe, BRICEZZRETIERY, 2,

noix, BEXofFER ] WX DMl EAELSL LTH, 2 e W TS
5720, A —0 (1967 4D ) KL, 4 HEZRRBIZRICE L72H DD
Lotz 5,

A9 2 RAgiE, 20 Ao F LR 5 m/N— |« =—4 2 Robert P. Morgan @ 1991
FEOEZFIZOHR TE D, BE, ~A v =2 EEAUT I OB SV T L TV 2 & iT
— KR XDOFwmTHEI A Lie—%BIH L, ROLIIZFHL TN D,

25 R, BEEREGRFE CULLEZOLF— K - ~A Y —iT, FEMITKRD LS
[CRELTWe, TIND BRI DR (2 DR RIZICEEZE L TOH7RWO 7R
51 13, BELL HKAMFIET MM THY . EfEL D0 L HSOKAD
ELHRAY SARERY R R Tl e < | IRE CEIR R ERIRIBIC R 1T 5 &< B 585K
DI DAUAFI L > TREMIT BB TH S, | [Meyer 1967: 98] LIk, <
A XY —ORMRIIKT 5 Z LIRF LA LRE TR, [HEg] Dl &b, Bt
HI 72 ERRICE RN Z 5 £ TR, BRICE T 2 EEMECIE ORI s
INDIEAS, BENET H0TiE, HAPEL LT e bz, 28

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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SHIT, E—H U FHEORETY [(ZOROERIL, ~A Y —OTFHEZEMNT DDA
Thol] L LTN5D,

KL DOFmBLOE 2 HETHERLIZ 1993 FED/LF « 2y 7 X - 1w LA Renée Cox
Lorraine (VL4 « 2y 7 A L[A— AW) O3 Tk, BEIREH & WO BT LR, YFDF
AR Z bR T bO L LTHRSIN TV, ZITHEALEZVWDIE, v A 2R, 20
7 V% R (KA REZ V) OHYI7] (Cox1993:242) LT HRTHDH, HKD
PR L TIEZERINDZ L DD oTe (RAREF ) 13 K10 FORFARET, 1L
A N2 E S ThH, FREIEN & BT S TRLIRELDIE D> TN D TH D, [A
FTIEF—R « ARy Z— Keith Potter & 72, fEEIHIFE (RAX FEX V) ITHONTD
BHWaAr b ZELTWD, FFmTholHL7en, D TH#ELTHE I 9,

LB A Y—0O [HFREEWETAT 47T —20 UL E - L ZDT
HJ (Chicago, 1967) 1%, ZDHHNZEINTZ LD TIEH LN, (KA MEX V)
ELTBIETIEFHMI E N5 X 2 2)A < SHUEM e fBE~D AP & LT <nTn
éo 300

BIZFEIRT 223, 1994 4121, ~ A Y—HH bEBERE (KRR NEX V) CBEfTHT
HEHTh B,

1995 (21X, /N> A « ~ULT > A Hans Bertens 7% [N A &4 OfES
The Idea of the Postmodern: A Historyl] (2B W TC~A ¥ —IZamhk LT\ 5, #ic i,
1963 FE2 5 1967 DI, hx (RARMEX =X L) EFEIND S DIZET Dimn 72
SO D, T LT, 1963 FD~ A Y —DimL [N ZADKIE 2 | 1%, £ DOEIHITZE
FHN TS (Bertens 1995: 23-25) 201,

9 “Subsequent developments have only confirmed Meyer’s view.” (Morgan 1992: 59)

390 Potter (1993: 387) WHEFIZ L DR (1997:213) #ZM L., £HITHE-T,

O RLHRTIEFE L Lo 72Dy, 90 FRUTIIMIZ b Music Analysis \ZHg# ST 72« A
kU — b Alan Street D 2 ARDj %ﬁ%@%fm_mﬁbfv\ % (Street 1994, 1998), Zi1H

X, B—X « ¥R b=v 7 XDHFMIZE. & D0, SRRk T 2z W Cia C o
T, FEFHICESSELT20DOTH D, S HIT, BRICHNIZA_=T7 X%, FEEZ
AWHERIZIEE R LT enas, BURERIC Téﬁﬁ® PEERDDICHTZ - T, B ER.
ST TR, BEOERNERE VD~ v —D 3 Sfla, B ER., S, FZRE%
D % Rz R LT (1997),
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INODHEFINLETONDLZ &1L, A T —0TFF L T RREIRYENE & X 20K
WA, 0 MR A THERL TVDHEBEX LN TWEZ L ThD, £, 60 FRE%,
DhTA R T—80EMRATDa Y 7 AN U THHEZ BRI < THRHE
AR) &, RIZEBNT > T iediolz, EHICEAIX, FABICK LT, 90 FRITIT
(HEBRAORERK ) D X 5 2088 A 3R 2 RAFD L 0 A N8> T Tldlenas &
HEND, LVWHI0OL, AETHRLEZE IS, ZOEHITIFIEL . <A Y — DB
Fo L BET DM s - DR gy, AR ETRAICERSND Ko ITk
Sl (RAREX V) ERMFITOND LR THD, ZHUTE-T, vAF
—DOTEFRNEAEEGL LN SN D, Zud, 1 ETH UL, B0 DB
Vel WO ER NS B EZ T, v AV —0D) XA LGmOZFEWBELZIHE SE5 b
DTHDH, AT —OEBPER VDB HIT, TRABRAICENT YN LIRS T
Wb TiEe < K20 FEDORFERR T, (KA REX =X L) W) SNYER BB LT
ZEILEoT, JRKEOONDFEMEH{/T-DOTH 5,
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7+ 7 2\ X Mark DeBellis (3, B LWHRB 2R L LD &35~ A v —DOFERNHG
NIRRT HE LTS (DeBellis 1997), I Z TIEED FRZEHICHEIT L TR,

ZLT, EEDDED | A v — O - e RBl— IR ERm Ik T 5 EHH
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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, as 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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— U EMRAMAT T~ A T — DRV I, EOYIFICARE Y Tl 727210 T
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nTxiz (198), #ileidfei %,
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LA B 508, LIS OFRE IZRMRMETIE R <, DB S EICERZ ST
Do DEV ., BEEAEENEL, MOPRERNR L DO RS DTHD, (K
A NEX ) ORAUL, FELORE AR &3S, MELBEOSES
UM ER 2 NAT 4= 2hH DT E L T eWnWEMickiT 527 —
Va . FARFRIFESERNA L, L XICRR MERRR DL L THRRINT

l/\%)o 304

B LAE I SEIERBEIRICBIT D (RAMELX=XL) OEZFIISIL T
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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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Do BRI T 2 LM, B - BIEMS - BROOXAN, WA b, BBEERME, 7
FT—=F—HDHWINA A ERIREO T, BEEME - RS - HE— MoK,
EOR - BAMRME - MIROWEEIRSIL, TLT RV RARL (RAMEX =X L)
ORFIZIBETHHDTH D, (AT —ITFE, WSR2 &0, BEED
Kz h—4 « Y2 XLEHFEODTH,) [FIE] BREICE T 2 EER
RERICHEAZ Y TAHIH, 7L 7 MU U RAAFARR MNERRT, BENIHL 2
EERELTND, 30

LA ATEAUT, 60 FERIC~ A v —28 TR FEFR) LA b DI, 21 fiido
WHEIZBWT, (KRR FEX =X L) S ELDThHoTe, £lo, MAIIRIOERT
T, [BEREEWETAT 4 7] IBEOT LT R VXA B E V72580 #
W - FEBLES, DEBENER] T~ A Y — DR OF ML T 5 b D2 &
LTW5 (202), ZD7, ZOFIHEFMIAESATNDT LT R AL L (KX b
X =X L) oL@, RS, DEBEAMERER] & (KX MEX=XL) O
ThHoHEBERD,

Fo. ZOGIAEFRO S bOFEIFEE TIX, b= B XLL (RAMEX=

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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FERTHLOTIE RS, HEEHR T2 bOE LTV, o, (£4
= AR bR RF OMEICED TN D, (BEX =R L) LBEAERITLE
Hobh, LT, BB/, B, £z, BRUROHIE., BHEME, Btk e=
WBEHICEAD 2D THD, (EFX=AK) & () BAETEITL b

(2. BEEPEICRIL D D, 3

T, AETEAEZL T TV AEHNERICH LT, B I EDLIICHE TN D
DH, WE, TRA FEX V) OEEmIL, BEREBFEROA TR, v T —0Of
TEMFH L WO B HFICHRERRICR T Z N TE S L~ FEERS £72 R
AL ZAL) ITHTHLDRELRIRT,

72720, FZEOFR T, MHF QLR Z T 200N, HERSEHIATWD, ik
DT DMERIT, LTD 28 TH D, HEICEIUE, ~ A Y —ORFEREILIZET 5
BIZIX, (KRR MEX V) T 28K EITR R ORE 2 7 —3boEE~DF
KeinZe < FEEBIREEOXSMERE L TRFSNTEBY . @FEEKRD D5V ITE OflfE & o
BEEME & FEHH S LTV 2R,

%9 “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)
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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)

7272 L, BEROERICBIT DS TR A B L T, AT OEEE NG O MENHZ, ©
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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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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)
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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)
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W22 AT B D 278 B 7 bid, AMIZ & » TEER R LEFE TH L Tl
ERPUMER LML R L TVWD RS I AL, (KA MEX =X L)
DERIZEADHT) KARE LTI LTWD, LaL, FAb v, #e0E
TIIOLELSAHAETH D, LUE, BLTD 2 >OBHIZE D, #1112, Zko
RILNZDET ML o THIE SN D2, M) I 57on &) Fiilk
2, My ZRPEZ S>TeOEFHAL TNL L5 ICEbATLEI L TH
Do H212. BOEDOGGTIEDL S WiGimzals) THHLRE I, #
HIMED LGNS Z & DRpoT0E] ZEAZLTLE I NS THD, AW
O EFSICRILL T, TRZI-o720b LenZ & 1Tk d % Eikix
RS DR - WEICAR A RRDTH D, 1

HTHEERZ LiE, fx OBRIEOERIRTIER < U] Thbokig, 2k, H
W - R DO—E B E 72
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, [...] [ 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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EEXT, 20 (EXV) BT IETANLOMAZ Binh., ZOX0EMEEZ FEEL T
Do AL, [EHEEWNETAT 4 7], FRCRBNERE VI B2 FHE (RAMEF=
L) 5T LD LT HMEE LD RME b~ LTV D,

4.3.3. YA V—H&LI (RAMNEF=ZXL) LHOMREN VAT —DEERICRE
(RANEY=XL)

AKEITIH, A T—D0NE (BARNEX=RL) [ZOWTHEL - EL LTV T-DOE
IO Lz, 19940 [EFREEWRETAT 4 7] O H &N & Tid, EHEREOK

3192090)5%32:1/(74&7‘%%1“6 LU SID Z EDemnoT-iE] OFEEM T, hich ., Al
ZAXFRM (1997) 2 AlRE IR OBLR D Higim L T\ 5,

HOwif @%@%®®£WJ@9% WIZBIH L= cid, BBy L 7R b o

TRV EHBIZBERLN TN D

FREGE T /VTEME Lo <0 WIAIE Z BT D AXIZHFEA Db D THLIN, Hb
D5 HRA « SUBPIZELIZ R ELS £ 2L TEH 5 2 Lk, OESRYENTH
b, ZHUE. T.S. =V Ay FOFLEC %éio\[ﬁﬁ®%ibi Hox DD
DaTLTHBRN ! PR TERLS, BB [P 27 4] 3Z20% < OF4rIC
BOWTIHREGN TN D TH D, NxDEYL LTOD%E IR T D3, W
DL, AL OREA DO LT = L TOEIT, %®%< BOTHEN S
5V TN D TH D,

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)

bHAH, ZORMT, [EREEMETAT 4 7] T34 Y= TR, BENRELET
MEBLBLTND,
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NEX=RAL) IZH5THMHE L GGak ST e, 72, 1998 DGR TIL, MIET
AN (RAREL=XL) ITKTHHDE L THRIN TN, Zhid, B, FER
RETNAD (RAMEF=ZL) ITHT LD THLZ LZREL TS, £LT, 1
SOMHEIE. EHLLOMBIZHBNTS, FEINHSHDS (KA MEX ) BRI EHT -
TRLTWZ L AR LTV,

Flo. ZNHOMWEIT, v LA UBNRERERDO (KA MEX V) BME S LTHRERML
T IERRT - 3B B RURRIAY « FEHEARAY « 0 A AR oA T4 u -0k, 72,
FZA b T — DB D 1989 DR HHEFE ST IEA « L - Fd % - FEBILE - JF
KR - FEGE - R L L b KL TV D,

~AY—BNAHGDZ EE RANEX=Z ) EfEMTTOZONE S 0L, ENT
F20, L LG, thofseE»s (w4 v —] LW &g L TRAMESX
V) OEZREUbLER U DMIEE ] L otg, Eio. TOFLLE S (RAMEXF =X
L) OMEELE~AY—BHEN (RRAMEX=XL) X5 LE#EEE X, —BT2500
Tholz, TDH, MOGEE N~ A Y —IZx LT, [HR7=0OF R L W I=iEEhE
Hifd, A8 TIE. (RAREL=XL) EHMEEINLTLE YR LaRERBIE v A
Y—bHEIL LR A ) EHEIEN D, D2EV | v Y —LISDOIFREE 21T Tl
<, ?ATY—AHICE > TH, FEIVFHIZEFICZIUL (RA FMEX=X2L) & TR
LebDTHY, (RAMNEX V) OFRXULETGR ML LWL OBRBEOART S
EIAThHoTTEAI EFE XD,

4.4, (RAMEYZXL) ICATBHAREYIT—
4.4.1. EBNBHDDER

ARETIL, 22 F T, EIERICT D588 S Ol 2 H R A2, ~A P —DFEH
BN (RANEHX=AL) IZHETHLOLES., ZSREINTEEEZEEHLMNITL
7o T2, ~A ¥Y—BHDRIRT EARREY B D WDITEA R BT b D L EZ 6

20 L [ H7e1F (KA MEHX =2 ) THhl ElbnTni2bid, ~14 vY—0%&z
ﬁvzf&yotw EomitEb Ly, ZOZ L, (RAMNEL=XL) ITHTIH~A VY — 14 aHE
B LAREREAGOERE LED D,
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. (RAFEF=AL) LHEDLIUARO T T, THUITROLELET AR I T
Wiz, LT, KRR MEX V) OFEUbER Ced ] Lo Amgas, Bfdkic
BOLNDHEDTHATZTHAI T L EFEM L,

L LR s, —hTHA - A3, [=a— 2 r—UHREEKFER New Grove
Dictionary of Music] % _fx (2001) @ [~A ¥—] OHEBEIZBWT, Hiffi CiaMk Lz~ A1
Y—Ofw X 7 b OO (2B L T, LLEDRKR & 13K E < B2 2880 btk
LTW5,

W [~ A v—] 13, BERRETE S SRR O FEER, WH~DRLEZRRF LT
FFE. MR LA RAET 2L WO WA REBNE R LIz, Z0M
DOMABEDLENDL, T, HHFZEICE W CEBERE 2 A T 2 L3R
ARETHDH L VD (KA MEX V) HEREH L= TH D ([Meyer]

1998),

ZITE, (RAMEL =X L) LIEFMRT 0988 L LT~ A Y =0l Tnd, X
IRV, HEAEE ALK - BRI HZ LT (KA MEX =X L) 1TV T
AR IND LD THoTz, LA UbERL, (KA MEXF=XL) IZBWTEL, KER
WiEg7e &L bIT EEAYIESL universal values] Hi&iT 5412 & LTz (Lorraine 2001:
200), xf LT, A Y —ILEOFREAYFEHOEFN LI L, ZhzigmOM RIZ#EE X o
LT 5, YA Y —DEORENL, FIHTHLRALEY ThD, 2L T, ZOLRBDZIZ,
JUTETATY—% (KA RNEX=XL) EHRTL98E, (RA MEX=XL) %fE
Mg DRFZEH & 72 LT D,

2L, BIVTDZDORMIZT, v~ ¥ —% [(RAMEX V) OFEIETR U2t
HH LHBT, nb A U REDFRIRELTLLFETL2HDOTIERY, EWHIDhH, =
A ¥ —DOFEEHNEWD (RANEX = L) IZ5T D60 EHR ST ERO—H
X, EOIEREY - IR BRI - FFEB MK DT Th D, TRbb, v v —

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) Z DF3IE, 77 v A « A= 3 v MBREFE LT
RO T=A Y —] OHEITIZR,
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E. ERLBOANEIIZ Y BREZBD T DOEZEUL AT L TN D &V ) Tk (R
ABEL=ZAL) IZOWCERETWADEN, EO—JT, HEHR S OxEEHL TV
HEVIRTIE (RARAFEF=AL) L TWeEWn) ZLiZhhd,

Mz T, WENRLODOEREBEL T, v~/ Y—DZ L% (EF=AF) LIESEE
L ROMMD, T4 2Lk« A kB —2 Reinhard Strohm @ 1999 AEDFH L TH D, A b r
—AlE, BREZEENR OO L AR LENT O SGE (B4 V) B a8 - bRy FEE
B ERT N GE (RANEX V) 20D LT HRENBRERZRR LI ET, T4
R—/L + 7 F/L/ Theodor W. Adorno D F R O & W 5 B2 28, o A%
BEELEL D LT HMEORBEDETH-TEED (19), TDOET, B—Ib « F—nD
A Carl Dahlhaus @ [ 2585 O EEEWES. Grundlagen der Musikgeschichte] (J53 1977/3 R
2004) L~AY—0 [HRAEEZE] Z2RHITENT, UTO XS Ick~s,

7RV LD 1970 RIS S B EMEICET DkimiE, o —#L L
THEREDHT I E2EBICRADL LD TH T, H—Ib « =L T AL
T—F-~A¥—Lolt (FF=AF) OFEBELIT, TR HD, D
<Eh Ml A7 4nX—] LOoORNYICHEL, Btk =
T 7 A NEOHMEERICELEMTZOTHD, BELRBT S Mk 07EH
X HENS, B Z L OREZD D HkiTT7. (FF =X L) O—MllliTh-oTz,

324

BT RAv AT —TE b, 77 A MOARMEZT TR, EREERAEZRIZLE

WA bu—LF, ZolEE TEROAMEEAEEL, A2 RICE I TENLENET M
/& a concept endorsmg music’s autonomy and sheltering it from the interference of social context| 72 &

FEALTWD (19), 7 R/ AHlE, BEREBMIZOVWTLTOL 22T 5D,

ZME. EAIZ. B LI WEWEFELEESIC, EhFEICE > THHBICHE 2
HEBOTRTEHEINTNDN, ZZTWIHIEM EOEMEIZZ0RE L 3R
RHLDOTHY, TITENZOEOEZOER L IIRZ 0 LAETHD, F
MBS OFNE & IR o2V IR 722720 T 57210 Tid/av, FEM ORI
TRBEIT TR T, EEEEAEITE ChH 5, (77 K/ 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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TlE, (RAFEF=ZL) IIRTDHMEELLTO, ONWTE (FF=AF) &LT
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R CBIA L2 h L v 7 OFRIAA 28D CHite L. ~ A Y—288@M 72 b O % EHL9
DA EATIE, RREIRTTE & B AORFTE, O TIRERRITTE & RS ORS (D VI,
A BholztIhTnd, ZITHOHLEZVWDEZ, v v—r LA VR (KA
FEX=XL) OHEEOOESE LT, 47 48X —0fikim EoEEMEZ22% 1T Tni
ETHD, TDOEEMENHERITIE & ELAFFRDOMMIC B E TITE D LT 572 51F——199%4
FORETE LA U, FEEXR LT HFMEBROEENEEL (RA MEX V) B7ZRI
ELTHIWTW 2 LBV L TELWD—ZNHERAELE D & T5~ A P—0iRkA
bEL, (KRAREF=ZL) ITHTDH -EELLTEADLNLIDOTIFRWES I ), T
DX RICEITESLS BT, ~A ¥ —0 T(RRAMEX V) WEERELERLZ] T2
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PRERI e LIRS R A A - B L L D LT 2RT. ~ A Y — 0GR SIS
RSB BN D, Fram Thfhz L 012, FRERFEROFERICENT, v =i,
JEE S AL AR & BRER AR AL D Sy i - RERA fEMl 2 RUfiF A2 KB L T 7z (Browne 1979,
McClary 2009), $£7-. 77 1> + 3—3 KevinKorsyn 1. <A ¥ —0 [HEE 53]
OFFE (1993b) (BT, TR L F2E] T, VI — R - v A v—i%, e LIEL 2%t
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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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SR L7z 1998 EDfa LD A7 b3, R E T3] & 7o, BERIITE & RS FE o 3B O
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DT, REF2HTRLEZE LA (2001) 2605 TH S, TO—E%42HET 5,

LINLRin, (RARMEX=XL) OEHIT, v T—0DF L. HEH
#. FERARRRY, FEESR, WA A TH D, £ LT, EIUTEENMELH 2 72
LD THD, FHEND Z EDRVHERDA T AR X—RNE bl {kL, %
NHDORICEBERORNB Y PNREINDHZ EHIFEA LR, 2

feiza LA ORI 5 L9012, 3204 T4 X—0BHREIC O W T~ A Y—I1T+5
WIERB LT ey, L L b, 2o OFRERE RIS TW Wb Tt
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iy
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326 g— g, CFHEROMIERE TSNS Y g 7 « 55— Jonathan Culler (1981) DS %
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[...] 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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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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